246 


The instruments used in folk music and folk dance 
are :— ; 

Stringed Instruments: Ekxtar (also called Ekangdam), 
and Tuntina ; Nanduni and Vinakunju. 


Wind Instruments: Beake flute, Conch, Flute, Kombu. 
Nagasvaram, Nedunkuzhal (long flute) and Tiruchinnam, 
Ekkalam, s7mg, Magudi. 


Percussion Instruments : 


(a) Drums: Arab chatti, Budubudukkai, Damaru, 
Dasari tappattai, Dep, Davandai Dhol, Dolak, 
Dolki, Gummati, Jamidika, Kanaka tappattai, 
Kanjira, Kirikatti.. vadyam, Kudamuzha. 
Kundalam, Pambai, Pitcher-drum, Pot drum, 
Pulluvan kudam, Kamdolu, Rumja, Surya- 
pirai and Chandrapirai; Tambattam, Tamukku 
Tantipanai, Tavil, Tasha marpa, Timila, 
Udukkai, Urumi. 


(b) Cymbals: Jalra, Kaichilambu, Kuzhittalam, 
Semakkalam. 

(c) Castanets: Kartal, Chakkai, Chakravadyam, 
Chipia, Daru talam, Tappupalagal and Tata- 
palagai. 


CHAPTER IX 
MUSICAL INSTRUMENTS 


Introduction 


India possesses a rich variety of musical instruments. 
There are as many as 500 of them, each with a distinct name, 
shape and construction. Each instrument has its own 
technique of play. Instruments of varying degrees of loud- 
ness, compass and tone-colour are met with. Almost all 
the types, representative of the stringed, wind and percussion 
groups are seen here. Gamakas being the life and soul of 
Indian music, instruments like the sata tantri vina svaraa 
mandala and yazh (wri) which were not capable of 
producing gimakas, gradually fell into disuse. Instruments 
like the gotuvadyam provided. with sympathetic strings and — 
with facilities for the accurate adjustment of sruti are of 
interest from the accustical» aad: physical points of view. 
The decorative work on some instruments contributes to 
their dignity and aesthetic appearance. 


The subject of Indian instrumentation is one of absorbs 
ing interest. The musical instruments of India have been 
so devised as to fully serve the needs of her highly developed 
melodic system of music. Miaus the western harmony, all 
other features of an advanced system of music are seen In 
India. If this fact is borne in mind, one can easily 
appreciate why the musical instraments of India have 
followed a particular line of developement and why instru: 
ments of the keyboard type like the piano and the organ did 
not develop in India. Raga is the pivotal concept of Indian 
music. Ragas derive their individuality through the 
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characteristic quarter-tones and graces. Since key-board 
instruments can give only notes of fixed pitch, this type of 
instrument did not develop in India. Likewise, Indian wind 
instruments like the flute, nagaswaram and the sanai have 
no keys. The clarinet, oboe and other wind instruments of 
the west are provided with keys. The closing or the 
opening of the finger-holes in these instruments is done by 
operating the keys, Keyed instruments are necessary for 
playing the harmonic system of music, wherein the music is 
written to different keys unlike Indian music wherein the © 
music is performed on one key. For playing the delicate 
quarter-tones and graces, the fingers have got to be in direct 
contact with the fingerholes here. Janta svara prayogas 
have an important place in Indian music. Jaata svaras in 

\. the flute are produced by fingerstrokes. If janta svaras are 
‘played in this manner on the keyed wind instruments of the 
west, a klicky sound will be heard. 


A foreigner familiar with the highly elaborate keyed 
miechanism of the western wind instruments, on seeing the 
key-less nagasvaram and the bamboo flute, is likely to think 

_that these are very simple instruments and are capable of 
producing only simple music. A close analysis and 
observation of the technique of play will reveal the com- 
plicated finger technique used to play Indian classical 
music, As far as the blowing technique is concerned, there 

_ are many things in common. There are the terms here 
corresponding to single-tongueing, double-tongueing, triple- 
tongueing, quadruple - tongueing and flutter - tongueing. 
Many gamakas are played by cross-fingering devices. 


The occurrence of terms like Rakta, Alankruta, 
Purna, Prasanna, Vyakta, Vikrshta, Slakshna, Sama, 
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Sukumara and Madhurc, and which signify the ten exceal- 
lences of gana, point out to the high level of excellence 
aimed at in instrumental play. 


The art of making musical instruments is as old as the 
‘Vedas. Jyakara was the maker of the Jya or the ancient 
harp. The study of the historical evolution of the five 
hundred and odd musical] instruments, which India proudly 
claims to possess, will show how the instrument-maker 
applied his genius and kept pace with the development of 
the art of music. Whenthe raga alapana emerged as an 
important braach of classical music, the fretted vina 
developed throwing into background the yazh. The fretted 
‘vina had facilities for stopping the playing strings and for 
playing graces by the deflection of the strings. The detects 
of Arppu (.yf11) and Kudam (st) consequent on 
playing new scales by the shift of the tonic note in the yazh 
were not there. The Vina had the drone cum-tala strings. 
‘These advantages in the fretted vina made the yazh whth its 
limitations, make its exit from the realm of South Indian 
concert music. It is, however, a pity that the yazh was 
allowed to sink into oblivion. The rich experience inherited 
‘by the makers of the yazh has become a thing of the 
past. 


The materials used in India forthe manufacture of 
musical instruments and their accessories, are jack-wood, 
‘blackwood, redwood, ivory, rakta chandana, khadira wood, 
ebony, silver oak, pine,- Himalayan fir, red and white cedar, 
margosa, gourd, bamboo, cane, reed, earthenware, the skin 
of sheep, calf, buffalo, varanus, and metals like silver, 
bronze, brass, copper and iron. The plant, animal and 
mineral kingdom have contributed their share to the 
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making of musical instruments. Tanukku was the kind of 
wood used for making resonatorsin the yazh. Strings of 
gut, metal and silk were used. Strings made from seasoned 
fibres of plants were also used. In very ancient times, 
strings of darba grass, properly seasoasd and twisted were 
also used. The frets in the viaa were made of steel, bronze 
or silver. Wire plectra made of steel, copper or silver are 
used in playing the vina and gottuvadyam, and a triangular- 
shaped horn plectrum is used in playing the svarabat. 


The wood thatis used for stopping the strings in the 
gottuvadyam is made of blackwood, rosewood, buffalo horn, 
ivory or the core of the tamarind tree. This wood is called 
kodu (Gar9)in Tamil. Aa instrumeat played with this 
wood came to be called KOdu-vadyam. Kodu-vadyam 
becomes kottu-vadyam accordingito Tamil grammar. The 
mame gottuvadyam occurs inthe Telugu kavya Sringara. 
Savitri written by Ragouaataa..Naik, in the early 17th 
century. 


The wood that is used for making musical instruments 
undergoes an elaborate process of seasoning. Inthe vina, 
tambura and the gottuvadyam, the wood used for the bowl 
part and the dandi part is taken from the same tree. This 
ensures, that the age of the wood being thesame, one can 
expect uniform responsiveness over the whole compass of 
the instrument. Since the purchasers have rarely the time 
to be present at the time of the joining of the bowl and the 
dandi by the instrument-maker, and thus satisfy that the 
two pieces are from the same parent tree, they prefer Ekanda 
vinas. In an Ekaoda vina, the bowl and the dandi are 
scooped out from one single blosk of long wood. In the 
vina, gottuvadyam and tambura, the bowl is covered with a 
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piece of thin wood. In the svarabat, the resonator is. 
covered w ith a parchment belly. 


In the making of musical instruments, whether of the 
chordophonic, aerophonic, membranophonic or autophonic 
groups, care is'taken to see that :— 


1. The quality of the tone is pleasing and delightful. 


2. Adequate facilities are provided for accurate 
tuning within a reasonably short space of time. 


3. The instrument presents an artistic appearance. 
(The ivory work adorning the vina leods a charmto its 
appearance. The ancient yazh was inlaid with gems.) 


4. Thehandling is easy ‘and does not involve undue 
physical energy on the part-of “the performer. 


The bridge on the vina;~ gottuvadyam and tambura are 
broad and curved ualike the sharp edges of the bridge in 
the members of the violin family. Over the bridge of the 
vina, a plate of bronze is placed. This helps in the pro- 
duction of a clear tone. 


There are monophonous instruments like the flute and 
polyphonous instruments like the vina. 


There are also the demonstrational instruments like the 
Grahabheda Pradarsaniand Grana Mircchanz Pradarsani 
and concert instruments like the viaa and the nagaswaram . 
In addition, there is the Pradarsana vinz,a samashti vadya 
(av1e92% argiub) wherein one can play classical music 
and also illusrate the various facts, lawsand pheaoneaa 
relating to music. The truth relating tothe Dhruva vina- 
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‘Chala vina experiment described by Bharata in his Natya 
sastra can be demonstrated and verified with this instru- 
ment. 


The hemispherical resonator of the vina, the bucket- 
shaped resonator of the svarabat, the cylindrical resonator 
of the tuntina, the trapezoid resonator of the Santar, ths 
conical bore of the nagaswaram the barrel-shaped resonator 
of the mridangam, the mortar-shaped resonator of the 
timila and theelliptical ring of the Pajari kai silambu 
present interesting study from the point of view of solid 
‘geometry. The resonators are of course hollow. 


Bell-making is a great art in India. Bronze bells giving 
clear musical notes can be heard-in many temples. In the 
Chidambaram temple, one can notice that the note of the 
belland that of the conch blend beautifully. Both these 
instruments are played ‘togéther*during temple rituals and 
the notes given by them bear the samvadi (consonantal) 
relationship. 


The facilities available for accurate tuning in stringed 
instruments deserves special attention. The beads threaded 
on the string in the Tambura near the bridge and the gliding 
rings over the langar in the vina and the gottu-vadyam 
enable finer adjustments in tuning. The heightening effect 


of the jivali in the tambura is of interest from the scientific — 


point of view as well. 


The process of making the mridangam, suddha mad- 


dalam and other percussion instruments is a great and 
intricate art. The fixing of the black paste on the right 
‘head of the mridangam to the requisite quantity has 
-enabled the instrument to produce a beautiful tone. 
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Rhythmical harmony 


The eoncepts of rhythmical harmony and tala exposi-- 
tion are distinct contributions of India to world musical 
thought. In an Indian concert, the performer on the- 
percussion instruments, does not merely give time-beats. He 
provides a cross-rhythmical accompaniment continuously. 
In the absence of the rhythmical commentary of the 
mridangam player, much of the beauty underlying the 
musical construction of compositions and the series of 
kalpana svaras by the Principal will go unnoticed. Instru- 
ments like the mridangam and the art of dancing have kept 
alive certain aspects of rhythm all these centuries. Solo 
displays on the mridangam, (saf ofafles) expounding a 
chosen tala just like a raga/alapana , through the stages of 
Introduction, Exposition and Conclusion are particularly 
fascinating and thought-provoking. To listen to them is an 
actistic and rhythmic experience by. itself. 


One can notice the sense of rasikatva and high artistic 
taste when one critically studies the drums used as accom- 
paniments to various kinds of music. The play. on the- 
drum dakki(-&®) along with the music of the mukhavina 
(@sef Zor) inthe stillness of the night in temple rituals is 
very pleasing. The drone pipe donai (G31 2r) used on. 
such occasions provides a pleasing background of sruti. 


Musical stone pillars 


The art of making musical stone pillars might be- 
referred to in passing. These are marvels of sculptural 
and musical skill. Temples at Humpi, Lepakshi, Tadpatri. 
Tadicombu, Madurai, Azhagarkovil, Tirunelveli, Azhvar- 
tirunagari, Kalakkad, Suchindram and Trivandrum contain: 
excellent specimens of musical stone pillars. These pillars. 
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were played upon with small hard stones held in the hand. 
They were used for providing drone accompaniment, 
musical accompaniment and rhythmical accompaniment. 
There is a stone nagaswaram in the Azhwartirunagari 
temple which gives a fine tone. 


In some temples, small pipes with turreted tubes have 
been scooped out of pillars. When blown into the orifice 
from one side, a tone corresponding to the tone of the 
ekkalam is heard and when blown into the orifice from the 
other side, a tone resembling the tone of conch is heard. 
The temple at Azhwartirunagari contains such a pipe. In 
the temple at Shanbagaramanallur near Nanguneri, Tiru- 
nelveli District a bent conical pipe is scooped out across a 
square-shaped granite pillar. “The cross-section of the pillar 
is about a foot. This pipe when blown from one end gives 
the tone of the ekkalam and when blown from the other end 
gives the tone of the conch: During the temple rituals, 
instead of using the instruments Ekkalam and Conch, a 
trained blower blows from either end of the pipe, and 
achieves the same purpose. These pillars of stone deserve 
careful study. 


The process of seasoning and preparing the narukku 
or the mouth-piece of the nagasvaram is an intricate art. 
The art of making Ghatam, an instrument as old as the 
Ramayana is of interest. Resonant pots are made at Panruti 
and Mangmadurai. 


‘Even amongst rural folk, we come across interesting 
instruments like the narakunda or tantipanai (568 wp or) 
and gummati(Gbwsg). — 


Every centre noted for the manufacture of musical 
instruments has developed a particular model. By mere 
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sight, one can say whether the instrument is a vina of 
‘Tanjore make, Mysore make or Trivandrum make. 


Classification 


Musical jnstruments are generally classified into: 

(1) Stringed instruments, where the sound is produced 
by setting in vibration, strings. 

(2) Wind instruments, where the sound is produced 
by the vibration of a column of air in a tube. 

(3) Percussion instruments, where the sound is pro. 
duced by the vibration of a stretched membrane 
or skin or a piece of metal or wood. In tala 
vad yas, the sound is produced either by striking, 
as in tavil, plucking, as in morsing or stroking 
as in Urumi. 

Stringed intruments, “(also\called chordophones) are the 
tata Td vadyas and wind.<instruments (also called aero- 
Phones) are the sushira afax vadyas. Percussion instrus 

ments of the drum class are called avanaddha Haag vadyas 
(membranophones) and those of the cymbal and castanet 
class as ghana 44 vadyas (autophones or idio phones), 
BrLYsEGo, Horas Gel, C5rvsGgel and sqrsaGgel 
are the respective names for these four types of instruments, 
dn Tamil. 


Lithophones are the musical instruments made of stone. 
M usical stone pillars, musical stone pipes, stone gongs and 
-xylophones made of resonant stone are examples. 
Chordophone 


wih I. Stringed Instruments are of three kinds :— 
(a) The plucked instruments, where the strings are 
plucked by a plectrum, finger tip or finger-nail 
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and played: ex. the vina, rudra vina, gottu, 
vadyam, sitar, svarabat (the more correct name 
however is svaragat), sarode, nanduni, guitar- 
mandoline, svaramandala and harp. The drone 
instruments like the tambura and ektar come 
under this group. The plectrum used may 
be of horn or plastics as in Svarabat and. 
Bulbul tara, or of wire as in Vina and Gottu-- 
vadyam. 


(b) The bowed instruments, which are performed on: 
by friction with a bow (e#a 30g SUIrer)s. 
ex. the violin, sarangi, dilruba, balasarasvati: 
(tavis or mayari, wu9ed aur Swsid) and esraj. 

Ravanastram, -the-earliest bowed instrament 
known to humana history had its origin in India,. 


(c) The struck or hammered instruments, wherein 
the strings are. struck. with a hammer or a pair 
of sticks either mechanically or otherwise 
and played; ex. the piano, gettuvadyam and: 
Santtr. 

Of the stringed instruments, some like the tambura, 
tuntina, ektar and gettuvadyam are played on open strings 
and the rest like the vina and violin are played on stopped. 
strings. 


The vina is an example of a stringed instrument wherein. 
some strings are played as open strings (ex. the three tala 
strings) and the rest, stopped and played (ex. the four 
- playing strings). 


N.B.—Playing on open strings means causing the 
entire length of the string to vibrate all the time, as for 
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instance while playing the tambura. Stopping the strings 
means causing a fractional length of the string to vibrate. 
For example when a finger is placed on a string on the 
finger-board of a violin and the particular string bowed, the 
fractional length of the string from the bridge to the point 
of contact of the finger alone, vibrates. 


The plucked and bowed varieties (where the strings are 
stopped) admit of two varieties :— 

(1) Those with a plain finger.board as the sarode 
and the violin, the strings being stopped by the 
fingers or by a piece of wood, hard glass or 
metal held in the left hand as in the Gotu- 
vadyam, Bhatta bin and Guitar. 

(2) Those with a fingér=board with frets as the vina, 
sitar, dilriba and tavus. 


The plucked and bowed instruments may again be 
classified into : 

(1) Those wherein the left hand fingers are in direct 
contact with playing strings as the sitar and 
vina. 

Here again there are cases wherein :— 

(a) The finger tips are in contact with the playing 

strings as in the vina and violin ; and 


(6) The finger-nails are in contact with the strings 
i.e., glide along the sides or over the strings as 
in Sarangi and. Sur sringara respectively. 

(2) Those wherein the playing strings are contacted 
through an intervening object or mechanism, 
held or operated by the left hand ; ex. gotus 
vadyam, balakokil and bulbul tara. 

S. HWI—17 
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In the Gotuvadyam, a cylindrical piece of stick is held 
in ‘the left hand and is glided over the strings. In the 
Bulbul tara the strings are contacted by pressing the keys of 
the “Key-board. This key-board is like a type-writer key- 
board. 


(3) Those wherein a wire plectrum is used (ex. sitar) 
and those wherein a horn plectrum is used (ex. 
svarabat). Some vainikas do not use the wire 
plectrum for plucking the strings; they pluck 
the strings with their finger nails specially grown 
for the purpose. 


(4) Those wherein the strings are manually plucked 
as Vina, Gotuvadyam and Sitar; and those 
wherein the strings sare automatically plucked 
i. e. through an-electrical contrivance as the 
Svavadita tambura (automatic tambura) and 
Paribhramana’’ tambura (automatic revolving 
tambura). é 


The piavo and the bulbul tara are instances of stringed 
instruments provided with a key-board. 


Of the strings which are used for stopping and playing 
music, the string which gives the highest note is always 
reckoned as the first string and the other strings in the 
decreasing order of pitch are numbered accordingly. Ia 
the vina, the strings are always kept in medium tension and 
played; otherwise the pitch of the strings will get altered, 
every time they are pulled or deflected for the purpose of 
producing a gamaka. In the gotuvadyam and the violin — 
however, where the strings arenot pulled aside for the 
production of gamakas, the strings are kept in full tension. 
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Aerophones 


Il. Wind Instruments are of two kinds :-— 


(a) Those wherein the wind is supplied by some 
mechanical contrivance, commonly the bellows 
(3 G38). The organ and the harmonium are’ 
instances of this class. These are called Yantra 
vadyas. In the modern organs, air is sucked 
from the atmosphere and pumped into the air 
chamber. 

(b) Those wherein the wind is supplied by the breath 
of the performer ex. Flute and Nagasvara. 
These are called Mukha vadyas. 


Here again, we have the mouth-blown and nose-blown 
varieties. 


The mouth-blown varieties are of two classes :— 


(i) Those which are blown through vibrating reeds 
tongues or mouth-pieces. The clarinet, oboe, 
Nagasvaram, mukhayjna and the sanai are 
instances of this class. - 


(ii) Those wherein the wind is blown across orifices 
in the wall of the instrument, like the flute. 


There ara mouth-blown instruments which have finger- 
holes like the flute and the nagasvaram and those which 
have no finger-holes like the gaurikalam, tlruchinnam, 
ekkalam, kombu, reed dulcimer, bhiri and the conch. 


In the tiruchinnam, the mouth-piece is cup-shaped. 


The snake-charmer’s instrument, magudi (also called 
bhujanga svaram) is an instance of a compound wind 
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instrument. It is provided witha tune-pipe (var ere) 
and a drone-pipe (¢@9 arb). 


The Negunkuzhal, furnishes a remarkable example of 
a long pipe wherein the wind, blown through a pipe in the 
centre feeds the upper part of the tube (sruti nzdi) and the 
lower part of the tube (svara nadi). As music is played 
one hears it to the constant accompaniment ofthe drone 
note emanating from the top part. 


Wind instruments are either of the wood-wind type 
like the nagasvaram, clarinet and oboe, or of the brass- 
wind type, like the tiruchinnam and kombu (metallic horn). 
The curved (crescent-shaped) horn is called the Piraikombu 
(3a@ 9% GSrbL)) and the S-shaped horn, the Konakkombu 
(Garoré Gary). Stilpturés of figures playing the 
Konabiiri (Gs rors) aré seen in many temples. 


Nagapaniisa metallic horn, coiled like a snake and — 
used by heads of Mutts. The blowing end hasa circular 
hole and the open end is shaped like that ofa serpent’s 
head. The entire instrumeat consists of a single tube and 
is made of copper. 


The pipes in wind instruments are cylindrical or conical : 


in shape. The flute and the nagasvaram are respectively — 
instances of these two types. ” 


There are keyed aafaat instruments like the clarinet : 
and keyless instruments 4% faa like the Indian flute. 


There are wind instruments like the Nagasvaram and 
Clarinet where the air is blown into the tube through 
@ mouth-piece. and instruments like the pases oe 
wherein the wind is alternately blowa and sucked. i 
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Membranophones and Idiophones 


HI. Instruments of Percussion are usually times 
keeping instruments. A few like the nagara and bheri were 
used in war. These two instruments were also used in the 
village Jook-outs in former times, to warn the villagers, 
whenever robbers and marauding plunderers were sighted 
ata distance. Some like the tamukku and parai are used 
by the State for publicity purposes. 


To the class of drums belong the mridanga, tabala, 
nagara, tavil, dolak, damaru, maddalam, suddha maddalam, 
panchamukha vadyam, udukkai, udal, urumi, davandai, 
chenda, timila and pambai. 

Drums may be classified into’ := 
(1) Those played by “the “hand ; (atata <Tad@) ex. 
mridangam and geta beri. 
(2) Those played with inanimate objects like sticks, 
( vitata-faqa) ex. damarum and tambattam. 


(3) Those played by hand on one side and with stick 
on the other side: Gtata-vitata aTaa-faad ; 
ex. tavil. 


(4) Those which are self-strock ; ex. the damaru and 
budubnduke. The instrument is rattled i.e. 
rocked to and fro by the motion of the hand, to 
enable the knotted end of the string to strike the 
two faces alternately. 


(5) Those wherein one side is struck and the other 
side is stroked ; ex. urumi (2m) the perumal- 
madu drum. Urumi is an example of a friction 
drum. 
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Drums may further be classified into :— 


(1) Drums with a single face (Ekamukha vadya); — 
ex. Tamukku. 4 

(2) Drums with two faces (Dvimukha vadya); ex. 
Mridangam. 


Amongst Dvimukha vadyas, there are instances like 
the mridangam wherein both the faces are played and 
instances like the chenda and timila wherein only one face is 
played. 


(3) Trimukha vadya ; ex. Pushkara. 


(4) Drums with five faces; ex. Panchamukha vadya. 


Drums may again be classified into :— 


(1) Drums with plain faces as the udukkai and 
panchamukha vadyam. 


(2) Drums with complex faces i.e. with two or three 
concentric rings of skin ; and with or without the 
black paste in the centre; ex. the mridangam, 
suddha maddalam and tabala. 


The mridangam stands as the finest example of a two 
faced drum with complex drum heads. On simpler drums, _ 
particular rhythmic phrases or solkattu-patterns are 
played. 


Several kinds of cymbals are in use. These are ex- 
clusively time-keeping instruments and are made of metal. 
The jalra is a good example. It is largely used in Bhajana 
parties and Katha kalakshepams. Larger cymbais (Brahma 
talam) are used in temple ceremonies and bands. Different 
kinds of castanets are also common throughout India. 
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Percussion instruments may be broadly cnaeitiass 
into :— 

(1) those with which a regular cetianplinlil 
accompaniment can be provided in concerts ; 
ex. mridangam, tabala, kanjira, tavil, dolak 
ghatam and jalra; and 

(2) those wherein such a thing is not possible ; ex. 
gongs, nagara and bheri. 


Tala vadyas may be classified into :— 

(1) Pradhana tala vadyas, i.e. those which are os 
dispensable in concerts like the mridangam, 
tavil or tabla. 

(2) Upa tala vadyas, i.e. those which can be used at 
the option of the performer or singer, like the 
kanjira, ghatam;dolak and conch. 


Tala vadyas may again be classified into :— 
(1) Tunable; i.e. those which can be tuned to a 
desired pitch; like the mridangam and tabala ; 
and 


(2) Non-tunable: i.e. those whose. pitches are deter- 
mined at the make, like the ghatam and jalra. 


Of the time-keeping instruments, the ghatam and 
morsing are of special interest. The ghatam is the only 
rhythmic instrument without detachable parts and made 
of a single material. In morsing, the projecting tongue is 
plucked by theright hand and the mouth acts as the 
resonator. 


Amongst the drums, there are those wherein the 
membrane is stretched over on open metallic frame as the 
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Kanjira, Tappattai and Suryapirai, and those whereia 
the membrane is stretched over a hollow shell as the 
Damarum and Tabla. 


Chordophones, Aerophones and Membranaphones have 
resonators but not the Autophones or Idjophones. 


Konugol 


. 


Konugol is the art of reciting jatis in a pleasant manner. 
This type of rhythmic accompaniment provided by man is a 
peculiarity of Indian music. In addition to the primary 
rhythmic syllables like ta, di. tom, nam, other euphonious 
and rhythmic syllables like taka, dhimi, talangu, naka, jonu, 
niki, tari, dhinuta are used. “The'jatis are recited sometimes 
in a prosaic manner and ‘sometimes ina musical manner. 
Konugol solos when rendered-by melodious and impressive 
voices will be interesting to heat. Experts in this art are 
able to recite jatis even in the sixth degree of speed. This 
art affords plenty of scope for the exercise of one’s creative 
faculty. 


Other Systems of Classification 


1. Campass 


From the point of view of the compass or the number 
of octaves that can be played, musical instruments can be 
classified into :— ~ 


(1) Chatussthayi vadyas, wherein music ranging over 
four octaves can be played ; ex. Violin. 

(2) Tristhayi vadyas, wherein music ranging over 
three octaves can be played ; ex. Clarinet. 
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(3) Dvisthayi vadyas, wherein music ranging over 
two octaves can be played ; ex. Kinnari. \ 


(4) Ekasthayi vadyas, wherein music ranging over 
one octave can be played ; ex. Mukhavina. 


(5) Ardhasthayi Vadyas, wherein music extending 
over only half an octave can be played; ex. 


Magudi° 


There are also instruments with a compass of 3% octaves 
dex. the Vina) and 23 octaves (ex. the Indian flute). The 
former will be a Sardha tristhayi vadya and the latter a 
Sardha a@visthayi vadya. Instruments with a range of 
14 octaves can be called Sardhaikasthayi vadyas. 


I. Utility 


From the point of view of their ztility in concerts, 
musical instruments may be classified into :— 


(1) Sruti vadyas, which are instruments used only as 
drones; ex. the tambura, ektar, dotar, tuntina, 
sur sota, donai ottu, and sruti box. 


(2) Tala vadyas, which are instruments used only 
as rhythmic adcompaniments; ex. the mridan- 
gam, tabla, ghatam, kanjira, tavil, dolak, 
morsing, gettuvadyam, jalra, chipla and 
kinikittu. 


(3) Sangita vadyas, with which musical pieces and 
raga alapanas can be played; ex. the vina, 
violin, gotuvadyam, flute, nagasvaram and 

. jalatarangam (udaka vadyam). 
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All these three types of concert instruments are repre+ 
sentsd in the stringed, wind and precussion varieties. The 
following Table gives examples for each of these :— 


Table XXIII 





Variety | Used as Examples 








—sruti vadya_ ...| tambura and ektar. 
tala vadya__...| gettuvadyam. 
—Sangita vadya ...| vina, violin and gotu- 
vadyam. 






Stringed... { 


—sruti vadya wat ottu, donai, sruti 
upanga and sruti 


Wind | box. 
—tala vadya — “...| conch. 
—sangita-vadya ...| flute, nagasvaram. 
—sruti-vadya....,.., stuti sthambha 
(musical stone pillar) 
Percussion 


—tala vadya ...| mridangam 

i—sangita vadya...| jalatarangam, tabla 
tarang and ghanta 

| | tarang. 








Iii. General Use 


From the point of view of general use, musical instru- 
ments are classified into :— 
(i) those used in concert music ; like the vina, gotu- 
vadyam, flute, mridangam and jalatarangam. 
(ii) those used in temple music; like the metallic 
horns, trumpets, bhari, kadamuzha (GL pyr) 
kanaka tappattai, sanna dhol and udal. 
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(iii) those used in martial music; like the conch, 
dundubhi and bhéri. 


(iv) those used on royal occasions like the coronas 
tion of a king. Abhisheka dundubhi is an 
example. 


(v) those used in folk music ; 
tuntina, nedunkuzhal, cymbals. 


(vi) those used for demonstrating the various facts, 
Jaws and phenomena relating to music like the 
Pradarsana vina and Graha bheda pradarsini. 


I¥. Number of notes that can be 
produced ata time 


(a) Monophonous i.e.*capable of giving only one note 
at a time; ex. human voice;.flute.and nagasvaram. These 
are called Ekadhvani vadyas. 


(6) Polyphonous i.e. where more than one note can 
be played at a time ex. (vina, violin and jalatarangam). 
These are called Bahudhvani vadyas . 


VY. Status 


Concert instruments like the vina, flute and gotu- 
vadyam enjoy the status of primary instruments or ayan 
vadyas while others like the violin and sarangi are mere 
accompaniments or pakka vadyas. Primary instruments 
are either performed solo or to the accompaniment of other 
instruments. Eminent violinists sometimes give solo perfor- 
mances on their instruments. The violin on such occasions. 
attains the status of a primary instrument. 
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The vina is said to be a pavitra vadya on account of 
‘its association with Sarasvati, the Goddess of learning and 
music. 

Sushkam, Gitanugam, Nrittanugam and Dvayanugam 
‘4s another classification of instruments. 


Sushkam refers to instruments sound solo: 


Gitanugam means that the instrument is used as an 
-accompaniment to vocal music. 


Nrittanugam denotes instruments used as an accom- 
‘paniment to dance ; 


Dvayanugam or Ubhayanugam denotes instruments used 
-@8 accompaniments to both vocal music and dancing. 


VI. Manner of Play 


(a) Manually played:..j.e..instruments played by 
the hand like’ the’ vina, violin, flute and 
mridangam. 


(b) Automatically played: i.e. instruments like the 
Svavadita tambyra, Gramophone, Pianola, 
Musical box and Clock chimes which play of 
their own accord when key is given or some 
other electrical device is put in operation. 


VI. Stractare 


(a) Suddha vadya: 1.e. instruments like the vina, 
violin, flute and nagasvaram, which reflect a 
single unitary pattern. 

(b) Misra vadya: i.e. an instrument wherein two 

- or more types of instruments are blended 
together to form a composite instrument. : 
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Jalectromonium or Jalectrum, which can be played’ 
separately as a harmonium or jalatarangam and also played 
in combination is a good example. 


The Pradarsana vina is an example of a samashti vadya’ 
(sv woz ar gusd) in as much as it can be used asa Tam- 
bura, Gotuvadyam and a Demonstration instrument. 


VIIL With or without drone-coupling 


(a) Sakala vadya i.e. wherein tha drone is incorpo- 
rated. In the vina, there are the drone strings. 
in addition to the playing strings. In the 
magudi there is the drone pipe in addition to 
the tune pipe. In the Nedunkuzhal, there is. 
the drone part in addition to the tune part. 


(5) Nishkala vadya:"i.ey wherein there is not the 
drone coupling:~jex. the violin and svarabat. 
When such. instruments are played, a separate 
drone like the tambura has to be used. 


IX. Stationary or Portable 

Instruments like the sthira vina were mounted and kept 
fixed on the banks of rivers. The currents of wind dashing: 
against them set the srtingsin vibration. This instrument. 
corresponds to the Aeolian harp. The portable concert 
vina is called the chara vina. The organ is an example of a. 
musical instrument kept stationed at a particular place. 
The Akasa vina was tuned and kept tied onto the branch 
of atree. Thecurrent of wind set the strings in vibration. 


X. Derivative name or Arbitrary name 


(a) Idai surungu parai (QmL #GuG ump) i.e. 
damaru, is a derivative name, because the shell? 
is narrow inthe centre. It is a waisted drum. 
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(8) Tavil is an arbitrary name. 


(c) Some instruments bear onomatopoetic names. 
The insruments: Jhallari, budubudukai and 
urumi are examples. They are named after the 
sounds they produce. 


XI. Used singly or as a pair 


Mridangam is used singly. But jalra, chipla, brahma 
talam and tiruchinnam are used in pairs. The instrument 
pambai consists of a pair of cylindrical drums. 


XII. Posture in play 


(a) Instruments kept sim front of the performer 
on the floor and played; ex. Gotuvadyam, 
Pradarsana Vina, Gettuvadyam, Harmonium 
and Damaram, 


(5) Instruments held approximately in the horizontal 
posture and played ; ex. flute and vina. 


(c) Instruments kept in the vertical posture and 
played ex. bheri, kanjira; sometimes the vina 
and the tambura are kept in the vertical (zrdhva) 
posture and played. 


(d) Instruments held in the oblique posture and 
played ; ex. sitar. 


(e) Instruments suspended from the shoulder or 
neck and played; ex. Idakka, timila and 
chenda. 


Some instruments are tied on to the waist and played; 
ex. kinikittu. 
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Instruments like the stiryapirai and chandrapirai are tied 
on to the forehead above a padding of cloth and played 
with sticks. 

* * * 
The human voice (Wt Hm& eGeaf) is referred to as 
the gatra vina and the ordinary concert vina made of wood 
as the daru vina. 


The vibrations of solid structures have been made use 
of in music ; jalra, chipla and jalatarangam are examples. 


The panpipes are used in Rumania and In the countries 
of South America. 


Evolution 


Of the stringed, wind , and. percussion groups of instrua 
ments, the percussion variétieés are the oldest. The idea of 
a drum was suggested to man by the bird, wood-pecker, 
which produced a drum-like sound by hitting the hollow 
trunks of trees with its beak. We come across wind and 
stringed instruments at somewhat later stages of human 
history. Before the highest type of the percussion group 
‘was reached, many forms of wind instruments had come into 
existence ; and like-wise before the highest type of the wind 
instrument group was reached, many forms of stringed 
instruments had come into existence. 


The following instruments illustrate roughly the main 
stages of evolution under each group:— 
Percussion group :— ~ 
Autophones or Idiophones 
(1) St one-gongs, lithophones and rude castanets. 
(2) Metallic cymbals. 
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(3) Xylophones. a 
(4) Udaka vadyam or jalatarangam. a 


Membranophones 


(1) Drums with an open frame i.e. a single membrane 
drum ex. tambattam, magudam, and kanjira. 

(2) Pot-drums (kudamuzha). 

(3) Wooden drums of the conical type. 

(4) Drums with skin on both sides like the dolak and 
tavil. 

(5) Drums capable of being tuned to a desired pitch. 

(6) Drums with complex drum-heads. 

(7) Panchamukha vadyam and tabla tarang. 

(8) Mridangam with thé black paste at the centre of 
the right head. 

Wind group :— 

(1) Conch, 

(2) Horn, kombu, and long musical pipes without: 
finger-holes. 

(3) Gourd pipes. 

(4) Reed dulcimer; pan-pipes. 

(5) Musical pipes with a few finger-holes. 

(6) Musical pipes of the flute species with 7 or 8: 


finger-holes. 
(7) Musical pipes with mouth-pieces as the naga- 
svaram and sanai. * 


(8) Wind instruments with a key-boad; ex. the — 
harmonium and the organ. These instruments  _ 
are of European origin and are only a few 
centuries old. 
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Stringed group :— 

(Here the plucked varieties precede the bowed 
varieties). 

(1) Bow-string and Bow-harp. 

(2) Instruments performed on with a primitive bow 
like Ravana hasta and Cocoanut shell violin. 

(3) The primitive lute. 

(4) Ektar and tuntina with resonators. 

(5) Svaramandala. 

(6) Kinnari with frets for half or two-thirds part of 
the finger-board. (Chordophones of this type are 
depicted in the Halebid and Belur sculptures). 

(7) Vina with movable frets (eka raga mela vina). 

(8) Vina with fixed frets for the entire part of the 
finger-board ;. ex. the Rudra vina and the 
Tanjore vina (sarva raga mela vina). 

(9) Mahanataka vina (gotuvadyam). 

(10) Bowed varieties of the advanced type : the violin 
and the sarangi. 

(11) The mechanically plucked, struck or hammered 
varieties and provided with a key-board and 


manually played; ex. the harpsichord and the 
piano. 


The remote ancestor of the piano is the sata 
tantri vina of ancient times, played with two 
small sticks. 


(12) The automatically played ; ex. svavadita tambura 
and Paribhrahmana tambura in the former the 
strings are plucked through an electrical 

S. 111—18 
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contrivance. The Paribhrahmana Tambura is 
also worked electrically. The resonater has 
three sets of four strings and as it relates on 
its own axis, strings are plucked by a plectrum 
Mounted on a stean in close proximity. 
Pianola also is an example. 


A detailed study of a musical instrument can be made 
under the}following heads :— 


ie 


2. Whether the name is derivative, 


10. 


Its name ; significance if any, attached to the name. 
arbitrary or 
onamatopoetic. Udukkai iscalled Idai surungu 


parai, because ofits waisted structure i.e. narrow 
in the centre. 


The main head and the-sub-head under which it 
is classified. 


~- Whether polyphonous or monophonous, 


Materials used in‘ its manufacture. 

Its varieties; the nagasvaram for example admits 
of the two varieties: timiri and bari. 

Its construction. 


The parts which are visible and the parts which 
are concealed from view. 


The damper in the piano and corner blocks and 
the bass bar in the violin are inside those instru- 
ments. Asmall part of the bass bar can however 
be seen near the left f hole of the violin. Bae 


The total number and names of its parts. 


The detachable or removable parts and the fixed | 
parts. Inthe violin, the tail-piece and pegs are 
removable parts but the bass bar is a fixed part. 
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11. Whether the instrument is provided with a sruti 
coupling: ex. vina, gotuvadyam, nedunkuzhal 
and magudi. 

12. (a) If a chordophonic instrument, 

(i) The number of its strings; of the strings 
used, how many are of metal or of gut or 
of silken thread wound round by silver 
coil, 

(ii) The gauge numbers of the strings used. 

(ili) The notes to which the strings are tuned. — 
(iv) The strings that are stopped and the 
strings that are played as open strings. 

(v) Whether provided with tala strings and 
sym pathetic’strings. 

(vi) The systems of tuning adopted—panchama 
sruti, madhyama-sruti eto. 

(vii) Whether provided with a key-board as in 
the piano and bul bul tara. 


{b) If an aerophonic instrument, 
(i) Whether there are finger-holes, asin the 
flute or is a plain tube as the tiruchinnam. 
(ii) The number of the finger-holes. 

(iil) Whether it is a keyed (ex. clarinet and 
oboe), or a key-less instrument (ex. Indian 
flute and nagasvaram.) 

(iv) Whether it has a cylindrical bore or a 
conical bore ; 

(v) Whether the tube is straight, curved 
S-shaped or coiled like a serpent. 

(vi) Whether it is a single reed or a double reed 

instrument. 
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(vil) Whether provided witha key board as in 
the harmonium and organ. j 
(c) If a membranophonic instrument, 
(i) The number of its faces ; 
(ii) Their dimensions ; 
(iii) Whether they are simple or complex ; 
(iv) Whether they are tunable. 
(v) Whether the notes given by the different 
faces bear any relationship. 
- (d) If an autophonic instrument, 
(i) Its construction, shape and the shape of 
its component parts. 
(il) the pitch of thenote given by it. 
13. Its compass and tone colour. 


14, Technique and.styles,.of.play and the technical 
terms used inthis connection; Pidi style, Jaru 
style etc. 


In the sarangi, the finger nails of the left hand glide 
along the sides of the playing strings. Inthe ghatam, the 
finger- nails sometimes strike the surface of the pot. 

15. Possibilities in speed: 
16. Limitations in the playing of gamakas. 
17. Its status; whether used asa primary instrument 


(s#uer arS5Muib) or as an accompaniment — 
(uésai7 §9us1d) or both. 








18. Whether a concert instrument or one used in Le 


temple music, martial music or folk music. 


19. Whether used as a concert instrument or demonstras a 
tion instrument or both. 


21. 


23. 


25. 


26. 
Yay fe 


28. 
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The purposes other than musical, to which the 
instrument is put to. 

Whether practised extensively or cultivated only 
by a few. 

Whether portable or stationary i.e. kept fixed 
at a place. 

The posture or postures in which the instrument 
is held and played; ex. the vina is held in 
both the vertical and horizontal postures and 
played. 

Places noted forthe manufacture of the instru- 
ment. 

Whether it belongs to. any group of instruments. 
For example the ‘instruments: Kombu, Timila, 
Suddha maddalam, Idakka and Chennala, 
(Gemmear) together. constitute the Pancha 
vadyam in Kerala. 


Its geographical distribution. 


Whether an All-India insrument like the mridans 
gam or a provincial instrument like the chenda. 


Its origin and history. The various stages through 
which it passed through, before attaining the 
present form. The names of the early pioneers 
and later ‘specialists In this instrument. Also 
the history and evolution of the technique of its 
play. The various works in which the instru- 


~ ment is referred to. 


CHAPTER X 
SANGITA MELA - ORCHESTRA 


Brinda gana is collective music. (Brinda means group: 
and gana is music). When it is a choir or a groupof 
singers it is called ‘ Gayaka brinda’. When it is a group of 
instrumentalists it is called ‘Vadya brinda’. Whenitisa 
group of dancers it is called ‘ Nritya brinda*’. The Naubat 
is a Vadya brinda. 


In ancient times, most of the performances were given 
in open air. The Theatre in Nagarjunakonda is an opens 
air theatre. Brinda ganam naturally became more popular 
‘than individual performances. Vadya brindas were 
frequently used to provide accompaniments. 


Orchestras have existed from ancient times. They 
have existed during the times of the ancient Jewish kings 
and the Pharoahs of Egypt. There is the reference to the 
Vina ganagin in the Vedas. The orchestras of ancient 
and medieval times in all countries performed only melodic: 
music. The compass of the orchestral music was also of 
a limited range. 


The earlier orchestras consisted of drums and stringed 
instruments like the harp. Harp and lyres were played on 
open strings. Manickavachagar in his Tirupalliyezhuchi 
refers to a ‘tata kutapa’ when he says ‘Vinaiyar oru pal, * 
Yazhinar oru pal’. 


The ancient name for orchestra in India was Kutapa. 
In ancient tamil literature, the word Palliyam (pal, i.e., 
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pala~many ; iyam-instrument) denoted the same concept. 
The word Mela superseded the term Kutapa during the 
medieval period. Thus the term Sangita mela was used to 
denote the orchestra which performed classical music. 
Shahji Maharaja in his opera Pallaki seva prabandham 
refers to the Sangita mela in the song “ Singarampu 
Pallaki’ in Sankarabharana raga, Chapu tala. The Sangita 
mela was maintained till Serfoji’s time (1798-1832) in 
Tanjore. Afterwards it was disbanded. This band per. 
formed whenever distinguished visitors came to Tanjore, 
There are descendants of the performers of the Sangita mela 
even now in Tanjore. 


The terms ‘Naiyandi.melam’ and ‘ Urumi melam’ 
denoted the folk bands. The'Naiyandi melam consisted 
of performers on the Nagaswaram, Ottu, Tavil, Pambai, 
Kinikitta and Tamukku. There were two performers on 
some of these instruments... The rhythmic element was very 
dominent in the performances of the Naiyandi melam. In 
the Urumi melam the dram ‘ Urumi’ dominated the entire 
performance. Chenda melam is popular in Kerala. 


The Kutapas are referred to in Bharata’s Natya 
Sastra, Chapter XXVIII sl. 4-6. The Sangita Ratnakara 
of Sarngadeva deals with the topic of ‘ Vrinda Lakshana’ 
at the end of Chapter III (Prakirnaka Adhyaya). The 
classification of Kutapas into Uttama, Madhyama and 
Kanishtaka, according to the sizes (i.e. the total number 
of performers) of the Kutapas is referred to therein. 
Kutapas are referred to by Kumbharana in his Sangita 
Raja. The Kutapas provided accompniment to dramatic 
performances in ancient and medieval times, Since Indian 
music is melodic, the orchestras herein have been so 
designed as to perform melodic music. The modern 
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western orchestra is constituted to play music extending 


over a wide compass of seven octaves. In India the a 


compass of the music performed rarely exceeds four octaves 
and the orchestra is naturally designed to suit the indigenous 
needs. 


In the medieval period there was a sprinkling of wind 
instruments in the orchestra. In the modern orchestras, 
the stringed, wind'and percussion instruments are represented 
in their proper proportion. The plucked and wind instru- 
ments considerably enhance the tonal richness of the modern 
orchestra. 


Special compositions for being played by Vadya brindas 
have been composed from medieval times. These com- 
positions were composed ‘taking into consideration the 
technique, compass, speed and'possibilities in gamakas of 
the various instruments. These compositions kept alive 
the finger technique. With. the emergence of new musical 
instruments with captivating tone-colour and with the 
appearance of the compositions of Tyagaraja flooded with 
sangatis, the modern orchestras are able to give a richer, 
substantial, colourful and charming performences. Gamana 
gitas (Marches) and Mukha gitas (Overtures) have now 
been composed for being performed by orchestra in full 
strength. 


Melodic orchestras concentrate more on Melodic 
harmony, i.e., the harmony resulting from the playing of 
instruments of variegated tone-colour in unison and in 
octaves. The rhythmic harmony provided by the mridangam 
and the upatala vadyas adds lustre and charm to concerts by 
melodic orchestras. The huge orchestras of the west are 
constituted to play music in several parts. 
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Tana varnas, Ragamalikas and Kritis of Tyagaraja 
like ‘ Darini telusu konti’ (Suddha saveri raga), ‘ Najiva 
-dhara’ (Bilahari raga), ‘ Nagumomu ganaleni’ (Abheri raga) 
and ‘Giripai nela konna’ (Sahana raga) are ideal pieces 
for a melodic orchestra. Parts of the composition are 
assigned to various instruments or groups of instruments 
and all of them join and play when the pallavi comes. 
The alternation of the music by the parts and the whole 
group as well as the Ghana-naya effects, considerably 
heighten the charm of orchestral performances. Melodic 
orchestras can perform classical music, popular music, light 
music and martial music. 


It is erroneous to think that the concept of orchestra 
ds foreign to Indian music, Performances by groups of 
instrumental players have taken place from ancient times. 
‘Taking into consideration’ that Indian music is essentially 
‘melodic, only orchestras playing melodic music could have 
existed from early times, ‘The limited compass of India 
musical instruments is also an evidence to prove that any- 
thing like an orchestra playing harmonical music in four 
parts could not have existed in India. 


There are vadya prabandhas i. e. special compositions 
intended for being played by instruments and groups of 
instrnments. There was the Tata kutapa (stringed band), 
Vamsaka brinda (band of wind instruments), and Avanaddha 
‘utapa (band of drums). An Avanaddha kutapa is even 
now performing during important rituals in the Temple of 
Tooth in Kandy, Ceylon. This Kutapa consists of per- 
formers on 24 drums and the hall wherein they play is called 
the Hall of drums. 


There are orchesras designed for playing classical 
music and orchestras designed for playing folk music, 
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The former is called Sangita mela in South India and the 
latter as Naiyandi mela. The Naiyandi mela is a rustic — 
band consisting of performers on the Nagasvara and the 
drums; tavil, pambai, kinikittu and tamukku. The Sangita. 
mela is a refined orchestra. It was designed to perform 
high class classical music. Performers in the Sangita mela 
pursued the profession as a hereditary calling. Even now 
there are persons who claim to be decendants of the 
performers of the Sangita mela gharana in Serfoji’s courte 


From the structure of the Indian musical instruments 
of ancient times, itis clear that anything like a high class 
music could not have been played. With the development 
of instrumentation and emergence of new musical instru- 
ments with varying and attractive tone colour, a more 
enjoyable form of orchestral-music came into existence. 
Complicated techniques of- play were also evolved. 
Beautiful compositions for being played by orchestras came 
to be composed. Performances by the modern full-fledged: 
orchestra provide first-class entertainment. 


Small orchestras in some form or other have been in. 
existence in India from early times. The Naubat (literally 
nine performers stationed in balconies over the arched. 
gateways of cities, palaces, mansions, mosques and im= 
portant mausoleums and tombs and the Perzya melam (the. 
Tanjore nagasvaram band) were later developments. It 
is recorded that Emperor Akbar took delight in performing. 
in the Naubat. In all these, cases, the instruments merely 
fepeated the chosen tune or tunesin unison and perhaps. 
occasionally doubled them ia the octaves. The number of 
performers usually ranged from five to twelve and in some 
cases it was twenty-four. 
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But the idea of having a certain definite proportion in 
the number of stringed and wind instruments with a view to 
produce a beautiful, consolidated. pleasing and rich tonal 
volume, at the same time giving an effective and proper 
representation to the tone colour effects of the different 
instruments is a thing of recent growth. Orchestral music is 
absolute music in its purest form. A classical piece like the 
Sahana kriti, ‘Giripainela’ of Tyagaraja may be heard 
respectively from a vocalist, an instrumentalist and an 
orchestra. Any rasika will immeditely feel the enriched 
effect in the last case, on account of the various qualities of 
the tone of the different stringed, wind and percussion 
instruments constituting the orchestra. 


Indian music is essentially, melodic in its character and’ 
melodic orchestration is therefore the only possibility if the 
purity of the raga system is to be preserved intact. Select 
pieces or the classical composets might be chosen and scored 
for the orchestra. ; 


Scoring for the orchestra means the assignment of the. 
different parts of a musical composition to the component 
groups of instruments forming the orchestra. Ina Varna, 
Kriti or Ragamalika, while the entire orchestra can play 
the pallavi, the anupallavi and each of the suceeding 
charanas can be assigned respectively to (1) Violins 
(2) Veenas (3) Flutes etc., the full orchestra playing. 
the pallavi at the conclusion of each of these sections. 
The mridangam can provide the rhythmic accompaniment. 
when the full orchestra performs and other tala vadyas. 
like the Kanjira, Ghatam and Morsing may respectively 
accompany when smaller groups of instruments play. 
In a tillana composition, when the solkattu passage is 3122 
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-@ percussion instrument alone can play. Ina ragamalika 
composition, after a group of instruments had played a 
particular charana including the chitta svara, the full 
orchestra can join in the makuta svara passage and follow it 
up with the pallavi. In the viloma krama passage, the 
different groups of instruments may play'the parts in the 
reverse order and thus contribute to the total effect. In 
talamalikas’ different laya vadyas can be used, one for each . 
section. In ragatalamalikas, the sangita vadya as well as 
the laya vadya caa be changed for each section. The altera- 
tion of tone colour effects, coupled with the inteiligent 
‘sequence of instruments and the neat, clean and polished 
play of the performers will make the orchestral performances 
both an education and an entertainment. Particularly in 
ragamalikas and ragatalamalikas;-the change of instruments 
for the several sections will produce a vivid, aural impression. 


Conductor 


The entire orchestra is in theory a single instrument and 
the conductor is supposed to play on that complex instru- 
ment. A piece rendered by the same orchestra but under 
the direction of two different conductors will produce 
-different effects. The conductor of an orchestra must 
possess plenty of musical imagination and anatural feeling 
for orchestral colouring. He must possess patience, alertness 
and a keen musical ear and be able to identify the tone 
colour of every instrument even while the full orchestra is 
performing. Lastly he must be able to interpret the pieces, 
enter into the spirit of the compositions and work out the 
_ghana-naya effects properly. 


An orchestral performance helps an audience to get an 
dea of the shape, construction, tone colour, technique and 





285 


manner of play of the various concert instruments. The 
principles underlying the seating plan of performers, the 
assignment of parts and the number and proportion of the: 
several types of instruments are revealed to them. The 
collective tone of each group of instruments as well as the 
pleasing and balanced tone ensemble of the whole group is. 
appreciated. An eficient orchestra can provide accompani- 
ment to operas and dance dramas. The association of 
particular instruments with particular characters (Patra 
vadyas) will have a delightfui effect. Overtures and Marches. 
when performed by orchestras in their full strength wlll be 
very impressive. Orchestral performences provide a feast to: 
the ear and the eye on account of the well-defined balance 
of the tonal forces, the harmony of tone-colour, the seating 
plan of performers and the »-comprehensive picture of 
instrumentation in all its aspects. 


Sometimes it may happen. that when an orchestra 
performs at a Luncheon: party or Evening party, the atten- 
tion of some of the performers gets distracted by the coming 
guests and the colourful costumes worn by invitees, The 
result will be a slight decline in tonal Strength. The 
conductor should immediately pull up the performers on 
such occasions and see that they play well. 


Appeal of Orchestral music 


On account of the tonal strength, orchestral concerts. 
have a mass appeal. Even the most difficult compositions. 
can be made popular through orchestral renderings. The 
senior performers with a good degree of technique and 
craative faculty in them can play alapanas, niraval and 
kalpana svaras and keep to the orthodox kachcherl plan. 
The contrast of individual tone colour, the tonal balance 
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and the harmonious blending of the tone colour of different 
instruments, all have a powerful appeal. Besides, an 
orchestra can conveniently accommodate, three or four upa 
tala vadyas. The audience get an opportunity to know 
something of the tone colour, technique and possibilities of 
these upa tala vadyas. The upa tala vadyas can rightly find 
a place even in the ordinary kachcheri. The seating plan of 
the performers on such occasions will present an impressive 
sight. The presence of additional. rhythmic accompani- 
ments has a healthy influence on the mridangam player and 
he acquits himself much better. A feeling of earnestness 
and an anxiety to give their best are noticed in the perfor- 
mers on such occasions. The mridangam player instead of 
‘being worked right through, géts his deserved share of rest 
-on such occasions. The combined) rhythmic harmony and 
the spicy rhythmical accompaniment of the vpa tala vadyas, 
while playing individually.or-collectively produces a delight- 
ful effect, Morsing is an interesting upa tala vadya of 
the plucked type, and belonging to the monophonous 
group. Capable as it is of being tuned to the adhara sruti 
of the performer, it always proves a successful rhythmic 
accompaniment. 


An orchestra is, in a sense a democratic institution. 
It gives opportunities for even second class performers 
to sit along with the first class performers and perform. 
The performers in an orchestra should always be mentally 
alert. They should quickly grasp and respond to the 
directions of the conductor. The performances of orchestra, 
which have no conductors to direct them, will be characte- 
tised by lifelessness and monotony. For orchestras of less 
than ten performers, there may not be the necessity for a 
conductor. For large orchestras, a conductor is absolutely 
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necessary, both for keeping up the precision in rhythm and 
for reminding the performers of the correct sequence of 
sangatis, especially when long pieces like Darini telusukonti 
(Suddha saveri) and Naiivadhara (Bilahari) are played. 
Performers need guidance because they play from memory 
and not with music sheets before them. To listen to a 
Sata vadya brinda gana (orchestra composed of a hundred 
instruments) will be a rare treat to the ear and an experience 
by itself. 


A singer t akes a certain risk when he gives before-hand 
a programme of his concert and includes in it such pieces as 
Nagumomu ganaleni (Abheri), Darini telusukonji (Suddha 
saveri) and Naiivadhara ;\(Bilahari). If by some accident, 
he catches cold or suffers from-sore throat on the day of the 
performance, he will not. be able to do justice to pieces 
teeming with madhyamakala’sangatis. But in the case of an 
orchestral performance, there is no such problem. The 
performers go on playing the pieces mentioned in the prog- 
ramme sincerely and to the best of their ability. , The 
surrounding environmens and the whims and fancies of the 
listening audience h ave only a negligible effect upon them. 
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CHAPER XII 
TECHNICAL TERMS 


Adi guru, the first teacher who taught music ina systematic 
form and wrote for this purpose, the graded musical 
exercises: svaravalil, alankaras, gitas etc. (refers to- 


Purandara Das 1484—1564). 


Aditya, the name of the twelfth chakrain the scheme of 
72 melakartas. It comprises melas, 67-72. 


Aerophones, wind instruments, 


Agni, the name of the third chakra inthe scheme of 72 
melakartas and includes within it melas, 13-18. 


Alpatva, a note sparingly used in a raga; opposite of 
bahutva ; (also see under trayodasa lakshanas.) 


Amsa, the note which brings out in bold relief the melodic 
entity of the raga ; this is a strong note and a resting 
note for the raga and one cam weave round it an alas 
pana. This is also a jiva svara or raga chhaya svara 
for the raga. Dzirghatva isthe feature of an amsa 
svara. All amsa svaras are jiva svaras; but the 
converse need not necessarily be true. Araga may 
have two or more amsa svaras. All amsa svaras are: 
ipso facto nyasa svaras. 


Anagata graha, a case wherein the music commences after 
the commencement of the tala avarta. 


Antara marga, see under trayodasa lakshanas, 
Anuvadi, see under vadi. 
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Anusarani, additional sarani string in the tambura. When 
both are correctly tuned, if one is plucked, the other 
automatically vibrates. This is an example of induced 
or free vibration, 


Apanyasa, see under trayodasa lakshanas. 


Arohi, a phrase in the ascending order of pitch; see under 
varna. 


Arsha prayoga, a phrase which held good in a raga in early 
times but has since been abandoned as being not 
conducive to the raktiof the raga. The phrase p n 
in Anandabhairavi is a good example. This phrase 
which figures in the;compositions of Paidala Guru- 
murthy Sastri and; Ramaswamy Dikshitar has since 
become an arsha prayoga. 

Atita graha, a case wherein’’the’*music starts defore the 
commencement of the tala avarta. 


Audava, see under trayodasa lakshanas. 


Auduva, refers to the number of notes, five figuring in a 
raga: same as audava. 


Autophones, see under Idiophones., 


Avarohi, a phrase in the descending order of pitch; see 
under varna. 


Bahutva, a note which is frequently used in a raga ; opposite 
of alpatva ; (also see under trayodasa lakshanas). 


Bana, the name of the fifth chakra in the Scheme of 
72 melakartas, comprising melas : 25-30. 
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Bhashanga khanda, the name given to the third section of a 
raganga raga lakshana gita and which contains the 
names of the bhashanga ragas derived from that mela. 


Bhava, WT4, the soul of expression in music. 


Bhayakara, a corrupt from of the word, ubhayakara; 
dhatu-matukara ; same as vaggeyakara or composer, 


Bol, rhythmic solfa syllables in North Indian music 
(QFrasc@). 


Brahma, the name of the ninth chakra in the scheme of’ 
72 melakartas. It comprises melas: 49-54. 


Chanka varna, a kind of varna (see under varna). 


Chhayalaga raga, a raga wherein the trace of another raga. 
is perceivable occasionally. 


Chinna melam, (farar Ginsrib) the group of performers. 
figuring in a South Indian dance concert ; Sadir. 


Chordophones, stringed instruments, 


‘Chitta svara, a set solfa passage in the kriti and introduced 
as an extra appendage to enrich the beauty of the 
composition. It is sung at the end of the anupallavi 
and charana. 


Datu svara Glz <4%, a note removed from another note by 
skipping over some intervening note or notes and 
which notes can validly occur in the raga. Thus in 
the pairs: (a) pg (6b) mr and (c) gs occurring in 
Sankarabharana raga, g Fr and s are respectivily the 
datu svaras. The number of intervening notes deleted 
in a datu prayoga may vary from lto 5. The notes 
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constituting a datu svara prayoga may be related as 
sSamvadi svaras or anuvadi svaras. zs 


Datu svara prayoga, a phrase containing datu svara. All 
conceivable datu svara prayogas are not admissible in 
araga. Only those which reveal the raga bhava are 
used and the rest are ignored. In the Viriboni varna 
(Bhairavi raga) the third avarta of the third ettugada 
svara begins with a beautiful datu svara proyoga: 
ns|nog|rm|gp|md|pn| 


Desi sangita, the modern music prevailing in the country. 
The opposite of this is Marga sangita, which has, 
excepting for the vedic chants, become a thing of 
the past. 


Dipadai (Gu 5), from dvipada, a couplet. (Qrewins 
Semon). This form is usedin the Rama natakam of 
Arunachala Kavirayar. « 


Disi, the name of the tenth chakra in the scheme of 72 melas 
kartas, comprising melas, 55-60. 


Drava rupaka, a variety of ripaka tala. A composition in 

this time-measure is set only in rtipaka tala, but at 
the commencement of each section of the composition, 
there are two drutas and two laghus followed by the 
usual rupaka tala avartas; ex. the gita Areya naka in 
Nata raga. 


_ Durbala svara, a weak note ina raga; gain Arabhi raga is 
a good example. This note should just be touched 
and not elongated or impressed. 


Dvi-anya svara bhashanga raga, a bhashanga raga with two 
foreign notes; ex. Hindusthan behag; Athana. 
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Dvitiya ghana panchaka, a second set of five ghana ragas; 
Kedaram, Narayanagaula, Ritigaula, Saranganata, 
and Baull. 

Echoes, reflected sounds. When sounda waves strike a 
smooth, fixed and plane surface, they are reflected. 
If the echoes are to be audible, the person speaking 
or singing should be at a place sufficiently far away 
from the reflecting surface. Echoes can be heard in 
temple corridors, hill sides and in the neighbourhood 
of tall walls. The phenomenon of clock-tower music 
‘being heard as janta svaras from particular places in 
the neighbourhood, is due to the fact that at those 
particular spots, the person first listens to the direct 
sound emanating from the clock-tower bells and 
immediately afterwards, the’ same sound reflected from 
the neighbouring wall or building. One can experi- 
ence this phenomenon by.standing near the Senate 
House, Marina, Madras, 


Eduppu (cr@ii1y), the equivalent of graha, in Tamil ; this is 
the starting point of music in the tala avarta. 


Ekanya svara bhashanga raga, a bhashanga raga taking one 
foreign note; ex. Bhairavi, Kambhoji and Bilahari. 


Ettugada svaras, the solfa passages figuring in the latter part 
of a varna. The concluding note of an ettugada 
svara passage is uaually a hrasva svara: dirgha svaras 
and janta svaras will not be appropriate as concluding 
svaras in passages of ettugada svaras. 


Figure, svara-group of a definite pattern. 


Gana gita, the music which is the contribution of composers 
or vaggeyakaras. This is classical music. © 
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«Gana kala, the time appropriate for singing a raga. The 
rule regarding the singing ofa raga during the allotted 
ganakala, is more advisory than mandatory. 


«Gana krama, the order in which the constituent angas of a 
musical form should be sung. 


“Gana rasa, the emotional feeling or pure aesthetic pleasure 
experienced when music unconnected with words as 
such, is heard. Raga alapanas and instrumental 
music in general evoke the feeling of gana rasa. 


«Gandharva gita, the music which developed spontaneously. 
This is older than gana gita and has come through 
anadi sampradaya {gor wb9rs5 rub). This 
includes folk music: and the lighter type of classical 
music. 


“Gayaka, a singer: vocalist. 


- Ghana panchaka, the traditional five ghana ragas :— 
Nata, Gaula, Arabhi, Sriraga and Varali. 


~Graha, the starting point (or the «r@uwvy) of the music in the 
tala avarta. 


-Graha, the note on which a raga commences; one of the 
thirteen lakshanas of a raga (also see under trayodasa 
lakshanas.) 


-4ramophone and the Radio, two of the boons of modern 
science, to humanity. Through the gramophone 
one is able to listen to a piece of recorded music, 
any number of times and through the radio, one is 
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able to listen to music performed thousands of miles. 
away. 


Gramophone recording is:a complicated process. At 
one end of the recording apparatus is a microphone. 
which picks up the music performed in the chamber 
and at the other end of the apparatus is the needle 
which records the music as a series of wavy lines on a 
revolving disk of wax. From the waxy disc, nega- 
tives are taken and from these, the gramophone: 
records are made. 


Some of the best specimens of the world’s classical 
music, operatic music and folk music have been 
recorded on the gramophone. Long after the demise 
of an illustrious performer, One can still feast hisears 
with the recorded music ‘of that performer. Group. 
kritis and long compositions like the 72 Melaraga 
malika of Maha Valdyanatha Ayyar can be recorded 
and made available to music-lovers through sets 
of records. Some of the priceless musical legacies - 
can thus be preserved for posterity. One can delight 
himself with gramophone music on mountain tops, - 
in places where electricity is not available and ia 
dead spots i.e., places where the radio music cannot - 
be heard. A certain amount of self education n- 
music jis also possible through the gramophone. — 
Thus in addition to entertainment, the uses of the — 
gramophone are manifold. 


4 


In Radio Broadcasting Stations, musicians perform in. os 
sound-proof studios. The music performed in front 
of the microphone is transmitted and broadcast — 
Every Radio Station has its own wavelength or _ 


part ei 
Shea 
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wavelengths for its broadcasts and by tuning the 
receiving set to the particular wavelength, one is- 
able to listen to the programme from the concerned’ 
station. 

Harmonics.—When a stretched string fastened at both 
ends is made to vibrate, it first vibrates in its entire 
length ; then in two segments ; then in three segments; 
then in four and soon. Asa result, we hear certain 
sounds in rapid succession superposed upon the 
principal sound. The lowest note i.e., the note 
produced by the vibration of the whole length of the 
string is the loudest and is called the fundamental 
or prime tone and the, others are called over-tones 
upper partial tones; ot harmonics. A note not 
accompanied by its harmonics is always thin and 
poor. In sanskrit,harmonics are called anurana- 
natmaka_ dhvani ATCT Hea. Somanatha in 

\his Raga vibodha calls harmonics as svayambhu: 
aaa svaras. In Tamil they are called parivara ¢ 
sruti—uflacs #@q Geer, Harmonics can be heard 
clearly when the vibrating length of the string is- 
sufficiently long. Svayambhu svaras are heard on 
open strings and not or stopped strings. 

Heptatonic scale, same as sampirna raga ; this scale takes 
all the seven notes. 

Hexatonic scale, same as shadava raga; this scale takes. 
six notes ; ic. shadja and any five of the remaining: 
six notes. 
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“Idiophones, also called. autophones, are instruments which 


are themselves resonant and produce sound without — 4 


the aid of a streched membrane or column of air or 
string. Idiophones have no resonators. Jalra and 
chipla are examples. 


“Indu, the name of the first chakra in the scheme of 72 mela: 
kartas, comprising melas 1-6. 


.Jiva svara, a note which reveals the individuality of a raga ; 
this is the same as raga chhaya svara. Such notes 
may or may not be nyasa svaras. In bhashanga 
Tagas, even anya svaras may be jiva svaras; ex. 
Saranga. Jiva svaras_may be classified into those 
which are amsa svarasri:e. resting notes and those 
which are not amsa-Svaras. 


<Jodippattu (C92 r2cUuTe@),. two musicians singing together 
Principally in unison ‘and occasionally an octave 
apart. When kritis with sangatis are sung by two 
voices, the effect will be impressive and fascinating. 
Tyagaraja realised the beauty of Jodippattu. He 
grouped his disciples into suitable pairs and trained 
them to sing his compositions. The earliest example 
of jodippattu is that of Lava and Kusa singing the 
Ramayana slokas and set to rhythmic music by sage 
Valmiki. 


“The following will prove good pairs for the purpose of 
jodippattu. 
(1) Two brothers and two cousin brothers. 
(2) Two sisters and cousin sisters. 
(3) Mother and daughter. 
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(4) Sahapatis (a~anuryeser) i.e., two disciples who- 
learnt from the same master. 


(5) A teacher and his sishya. 


The pre-requisites for a successful and _ attractive - 
jodippattu, are :— 


(1) The pitch ‘of the two singers should be the same. 


(2) Their voices should be of the same compass and’ 
intensity. 


(3) The timbre of their voices should correspond and 
blend with one another naturally. 


(4) Their voices shouldbe equally responsive. For 
instance, a ravai Jati sariram cannot blend with. 
a kattai (a) sarzram and vice versa. 


(5) The two voices should naturally blend into a. 
single melodic stream. 


When two identical instruments like two vinas or two 
violins are played together, it will be a case of jodi 
vadya ganam. But if a vina and violin play together 
it will not be a case of Jodivadya ganam in the- 
technical sense. The violin will be deemed as 
providing an accompaniment to the music of the - 
Veena. : 


Jodi tambura, two tamburas. Some vocalists and occa-- 
sionally a few flutists use two tamburas for providing 
drone accompaniments to their concerts. In such 
cases four systems of tuning are adopted :— 


(1) Sama sruti, wherein both the tamburas are- 
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tuned to identical pitch i.e., the pitch of any — 
two corresponding strings of the two tamburas 
being the same. In this case the tamburas 
used are of the same size. 


<(2) Sthayi sruti, wherein the two tamburas are 
tuned an octave apart i.e, the pitch of any 
two corresponding strings of the two tamburas — 
being an octave apart. In this case the 
higher struti tambura will be smaller in size. — 
This type of tuning is resortedto in Brinda 
ganam, 


(3) Samvada sruti, wherein the two tamburas are 
tuned in such a manner that the pitch of any 
two corresponding strings of the two tamburas 
bear a samvadi “relationship. Herein the 
two tamburas-are:tuned as follows: (4) psss 
(normal sruti) (6) s p p Pp (samvada or pan- 


chama sruti). For further details pertaining 
to this system to tuning, see the Author’s 
Dictionary of South Indian Music and Musicians 
Vol. I Page 125. 


-{4) Kakali sruti, wherein one tambura is tuned in 
the normal manner and in the other tambura, — 
the pafchama string is tuned to the kakali 
nishada or the leading note, the other three 
strings being tuned to the usual notes. This 
system of tuning is resorted to by some 
Hindusthani musicians. The kakali nishada 
being the 5th harmonic of the = string, — 
the effect is delightful. 
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Kalahastisa Pancharatna, a set of five kritis in Telugu in 
praise of Sri Kalahastisa by Vina Kuppayyar. They 
are :— 

Koniyadina napai (Kambhoji) 

Nanu brova rada (Sama) 

Birana nannu brova (Hamsadhvani) 

Sama gana lola (Salagabhairavi) 

Sevitamu raramma_ (Sahana) 


\ 


Kalpayishyamana melakarta, see under Kalpita melakarta. 


Kalpita melakarta, the name suggested by Venkatamakhi 
for the 19 melas (out of his 72) which were already 
in vogue and wellknewn. The remaining 53 melas 
kartas were grouped! under: Kalpyamana—in the 
process of making i: e.,~ becoming popular and 
Kalpayishyamana—to be~made hereafter i. ¢., to 
become popular at some future date. 


Kalpita sangita, music already composed; refers to the 
compositions of vaggeyyakaras as opposed to mano- 
dharma sangita, which is music created and per- 
formed extempore. ' 


Kalpyamana melakarta, see under kalpita melakarta. 


Karanai, the name for the black paste on the centre of the 
right head of yhe mridangam. Also called Marundu 
(1@eg) and Soru (CFryy). 


Karnataka sangita pita maha, literally the grand sire of 
_ Karnatic music; refers to Purandara Das (1484- 
1564). 


Katapayadi sankaya, seqatte et —the formula which 
helps one to find the serial number ofa melakarta 
when its name is given. Once the seria) number is 
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found, it is easy to give its lakshana.. The formula: — 
is summed up in the phrases: kadinava @tfeqq, 
tadinava eifeaa, padipancha atfeda, yadyashta 
WTeaIse. 
Also referred to as Katapayadi sitra. 
Kelikkai, a danee concert. 
Koluppittal, Qs7rqyii? 550, (see under konugol) 


konugol, the name given to the art of reciting jatis im 
conformity to a tala in a musical manner. 


_Konuppitial (Qsrg@iii9gse) or Koluppittak 
(@srayind 5%) isthe practical art of reciting 
the jatis in the manner mentioned above. 


Konuppittal, see under konugol. 


Kovor Panabaratna, the 5 krifis composed by Tyagaraja 
in praise of Sundaresvara Swami of Kovur, near 
Madras. They are:— 


Sambho Mahadeva (Pantuvarali raga) 


I vasndha nivauti (Sahana raga) 
Kori sevimpa rare (Kharaharapriya raga) 
Sundaresvaruni (Sankarabharana raga) 


Nammi vachchina (Kalyani raga). 


Krama sanchara, phrases which conform to the arohana= 
avarohana gati of the raga. Opposite of this is: 
visesha sanchara which, though not in accordancs 
with the drohana-avarohana gati, neverthelese: 
Rese in to establish the nzdatma form of the 
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Kvachit prayoga, a note or a phrase sparingly used in a 
raga—opposite of bahula prayoga. 


Laukika ganam (@tfp7 WAH) secular music. 


Lithophones, musical instruments made of stone. The stone 
Magasvaram vina, stone mukha vina, musical stone 
pillars and xylophones of stone are examples. 


Madhyama kala H#equasie, or Tana Gia isa branch of crea- 
tive music. In this style of raga development, the 
music is measured, though not into so many clearcut 
avartas. 


Ghanam, is tana in quick tempo. 


Madhyamakala sahitya qequaTs atfsaq—the portion of a 
kriti set in madhyamakalatempo; called mitram in 
Telugu Districts. 


Madhyama sruti, a system of ‘tuning resorted to in stringed 
instruments. We talk of madhyama sruti as distingu- 
ished from panchama sruti. In the latter system, the 
playing strings of the violin are tuned as Sp s p and 


in the former system as Psp s. In the madhyama 


sruti, the suddha madhyama is taken as the tonic 
note. In effect, the pitch of the tonic note becomes 
raised by 2} tones or the interval of a fourth (‘/,). 
Madhyama sruti is resorted to for special effects in 
concerts. Compositions in Nishadantya, Dhaivatan- 
tya, and Panchamantya ragas as well as alapanas in 
those ragas are performed in madhyama sruti. When 
compositions are performed in madhyama sruti in the 
vina, the pakka panchama string is tuned to suddha 
madhyama. The drone strings which will now sound 
as s m § will in effect be heard as p s p. 
S. TI—21 3 
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Mandra, see under trayodasa lakshanas, 


Mangala vadya, an auspicious instrument. A good example 
is the Nagasvaram, which is played on the occasion 
of marriages and other festivals. 


Manipravalam, refers ‘to a sahitya wherein a jewelled 
sequence of two languages, usually Sanskrit and 
Telugu or Sanskrit and Malayalam or Sanskrit and 
Tamil figure. By an extension of the sense, a sahitya 
wherein Telugu and Tamil figure will also be taken as 
a manipravala sahitya. Manipravala hiram (wofitig 
ear aig) is the case of a sahitya wherein three 
languages figure. 

Manjira nrityam, dance performed with Jalra ia the hands, 


Manodharma sangita, Ha} Ala — Creative music. Music 
that is performed in a concert is of two kinds:— 

(1) Created music.The performer sings or plays the 
musical compositions of great composers i. e, he 
reproduces music which has already been created 
or composed. 

(2) Creative music, The performer sings or plays 
extempore music—the music being the off hand 
creation of his own fertile imagination. 





The latter is termed manodharma sangita or creative 
music and admits of five kinds : 

(a) Raga alapana, (6) Madhyamakala or Tana, 
(c) Pallavi exposition, (d) Svara kalpana and 
(e) Niraval. 


‘Composing musical compositions is no doubt creative 
music, but here the composer has unlimited time at é 
his disposal and is able to exercise a good deal of _ 
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thought, judgment, attention and skill in perfecting 
them. In the instances of creative music cited above, 
the music sung is extempore and simply flow: 
spontaneously. 5 


“Marga sangita, the name given to ancient music and which 
is said to exist in Heaven; celestial music. 


‘Mata, (aTq), the sahitya or the words of a musical com« 
position. 


The matu may consist of :— 


(1) The ordinary spoken words, as in the case of the 
sahitya ofa kriti, kirtana, padam or javali. - 


(2) The svara letters. sa ri.ga ma pa dha ni interspersed 
with ordinary words as in a tillana. 


(3) The tala solfa syllables or jatis like taka-tari-kita 
naka-tam-jonu etc. as in tillanas and kaivara 
prabandhas. 


(4) Phrases like a iya, ti iya, a iyam, va iyaasin 

some gitas. 

As a rule for every musical compositioa there is a 
matu. But compositions like the jatisvaram have 
no maiu. 

“Melam, (i) Fretting. In vinas, when some of the frets 


have gone out of their correct positions, we say 
the melam has to be re-set or done afresh. 


(2) The nagaswaram party or band. a 


(3) Good acoustics. Halls with good acoustics are 
said to possess a good melakkattu (Gwaré 
5LQ) Gas Aa pa. 
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‘Mirlitones, voice-disguised instruments; throat trumpets. 
Herein music is produced by making the voice sing or 
call or hum against a membrane. 


Misra raga, a mixed raga or a sankirna raga. 


Mitram,’ certain musical terms have acquired a local - 
meaning and mitra is one such. Inthe Andhra Desa, © 
this term is used to denote the madhyamakala sghitya 
figuring in kritis. 


Moktayi svara, the solfa passage that occurs after the 
anupallavi in tana varnas and which serves as the 
concluding part of the purvanga. 


Musical fact, any phenomenon or truth relating to music. 


That there are only seven-syaras is a musical fact; that 
when a note and itsoctave or whena note and its. 
fifth are sounded together, a concordant effect is. 
experienced, is a musical fact; that the vibration 
values of the notes, shadja and panchama bear the 
ratio 2:3 is a musical fact; that the fifth harmonic, 
antara gandhara is heard from a well-tuned tambura. 
is a musical fact. 


Musical form, sangita rachana; prabandha; uruppad! 
(2 Guu). Music composed in conformity to the 
lakshana of a raga and in a specific tala. There are: 
various musical forms and each form has a particular 
design. Gita, svarajati jatisvara, tana varna, pada 
varna, kriti, pada, javali, ragamalika and tillang are 
all varieties of musical forms. 


Mate, the metal or horn clamp that is placed over the 
bridge in the violin. The mute grips the bridge. 
As a consequence of the bridge being gripped 
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and loaded, not only is the intensity of the sound 
reduced but anew quality is imparted to the tone, 
emanating from the violin. 


Western composers have taken advantage of this 
phenomenon and have introduced special passages 
in the midst of compositions for being played by 
muted violins. 


Mattamil, (1p $35.81p), the three branches of Tamil learns 
ing: literature, music and drama (Jud, Qasr, 
Brl Gl). 


‘Naiyandi melam, the rustic. band which provides a fast 
and impressive accompafiiment to folk dances, like 
karagam, kavadi and dummy horse show. The 
performers include players on nagasvaram, ottu, 
tavil, cymbals, -pambai,..kinikittu and tamukku. 
They stand ina semi-circle behind the dancer and 
perform. 


‘Naubat, the band of players that sit on the elevations over 
the arched gateways of palaces, mausoleums and 
, tombs and perform. 


Navagraha kirtanas, a set of kirtanas on the Planets by 
the composer, Muthuswami Dikshitar. 


Navarasa, the nine kinds of feeling (emotion) :—sringara 
(love), Aasya, (laughter), Karuna (pathos or coms 
passion), raudra (anger), virz (courage, heroism), 
-bhayanaka (fear), bibhatsa (disgust), adbhuta (marvels 
lous, surprise) and santa (patience, tranquility, 
peace). Bhakti (devotion is regarded as the tenth 
wasa. 
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Vatsalya affection and Desa bhakti (patriotism or 
love and reverence for one’s country) are also 
regarded as rasas. 


Navaratna malika, literally a garland of nine gems; the 
name given to the nine kritis composed by Syama 
Sastri in praise of Sri Minakshi, the presiding Deity 
of the temple at Madurai. 


Navaratri kirtanas, the nine songs on Devi composed by 
Svati Tirunal Maharajah in Sanskrit and sung during 
the Dasara festival in Trivandrum. 


- Navavarana kirtanas, a group of nine kirtanas in praise 
of Devi by Muthuswamy. Dikshitar. Kamalamba 
navavaranam and Abhayamba navavaranam are 
well known compositions. There is also the Siva’ 
nava@varanam. 


Nedunkuzhal (G52 6G), the long vertical flute used by: 
shepherds and mendicants. It is about 40 inches in 
length. It has a drone pipe at the top and the tune- 
pipe atthe bottom. When wind is blown through 
the mouth-piece in the cent, the air feeds the top: 
part, sounding the drone note and also the bottom 
part, provided with finger-holes for playing music. 


The instrument has a fine tone, colour. Its compass. 


is limited. 


Netra, the name of the second chakra in the scheme of 72° 


melakartas and comprising melas 7-12. 
Nirgit, a composition without words. ex. Jatiswaram. 


Naysa, the note on which a phrase in a raga can validly 
end ; (also see under trayodasa lakshanas). 


Padajati varna, a kind of varna (see under varna). 
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Pada varna, a kind of varna (see under varna). 


_Paddhati, Tefq procedure or method; also sequence; ex, 
taga alapana paddhati and kachcheri paddhati. 


Pakad, ranjaka prayoga; classical cliches (Hindusthand 
music). 


Pan (var), the equivalent of raga in ancient Tamil music > 
also a song or tune in ancient Tamil music. 


Panchalinga sthala kritis, a set of five kritis in Sanskrit by 
Muthuswami Dikshitar in praise of the five Lingas ; 
Pritivi (Kanchipuram), Appa (Tiruvanaikkaval), 
Teyu (Tiruvannamalai), Vayu (Kalahasti) and Akasa 
(Chidambaram). 


Pancharatna, literally five gems: refer to the famous five 
compositions of Tyagraja in the ghana ragas:—Nata : 
(Jagadhanandakaraka), Gaula : (Dudukugala, Arabhi: 
(Sadhinchene), Sriraga: (Endaro mahanubhayvulu), 
and Varali: (Kanakana ruchira). 


Panchayadyam, refers to the five instruments: Suddha 
maddalam, Idakka, Timila, Kombu and Chengala 
(Geaiq0 7) played on festive occasions in Kérala. 


Panniyam (uowrenfluid), a shadava raga in ancient Tamil 
music. : 


Patam Tey jatis or tala mnemonics ; tala solfa syllables. 
Patantaram (urtré357 2), repertoire. 


Penta tonic scale, same as audava raga. 
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Periya melam (Quflui@ werd), the nagasvaram band con- 
sisting of the players of the nagaswaram, ottu (drone), 
tavil (drum) and cymbals. Occasionally performers 
on the conch and kinikittu join the group. 


Pidippu (49 9.11) fafscg the name given to the more promi- 
nent sancharaS or raga ranjaka combinations of a 
raga and which bring out its svaripa or identity ; 
catches; called pakag (ust_) in Hindusthani music. 


Prati madbyama karta, a melakarta taking the prati madh- 
yama or F sharp. 


Prayoga, 3ala—A alt : combination ; phrase. 
Parva mela, same as putva:melakarta (see below). 


Parva melakarta, a melakarta belonging to the parva half or 
the first half of ‘the Scheme of 72 melas; ie., a 
suddha madhyama karta. 


Parva prasiddha melas, the 19 or,20 well known melas current 
before the time of Venkatamakhi and referred to by 
scholars as such. 


Quadra-tonic scale, same as svarantara raga. 
Raga chhaya svara, same as jiva svara. 


Ragamalika, a composition wherein the sections are in diffe- 
rent ragas, the tala being constant throughout. 


Ragamalika daru, a daru wherein the sections are in diffe- 
rent ragas. 


Ragamalika kirtana, a composition of the kirtana from 
wherein the sections are in different ragas: ex. 
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Enakkun iru padam (croréGoar QG usb) of 
Arunachala Kavirayar and Jaya Jaya Gokula bala 
of Narayana Tirtha. (These to compositions ag 
originally conceived by their respective composers, 
were not ragamalikas. The ragamalika settings to 
these two sagamalikas were respectively given by Sri 
Ariyakkudi Ramanuja Ayyangar and Tiruvottiyor 
Tyagayyar.) 


SRagamalik varna, a composition of the varna form, with 
the sections in different ragas e. g,, the Navaraga 
malik@ varna, Ghana ragamalika varna and the 
Dinaragamalika varna. 


‘Ragana (<7) Matya tala,-a'tala which has the following 
constituent angas: guru, laghu and i.e, 8[8 an 
avarta of this tala. consists of 20 aksharakalas. The 
ordinary Matya tala consists of | O| and an avarta 
of this tala consists of 10 aksharakalas. The tala 
is named ragana, after one of the eight ganas of 
prosody. 


‘Raga tala malika, a composition wherein each section ig 
composed in a separate raga and a separate tala. 


Rakti, melodic beauty; aesthetic delectation. A rakti 
prayoga is one which is not only colourful and 
pleasing but also establishes straightaway the 
melodic entity of the raga. 


Range of andible frequency, the maximum and minimum 
limits of pitch beyond which it is not possible for 
human ears to hear. In absolute pitch, this compass 
extends from a note of about 16 vibarations per 
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second to a note of about 20,000 vibrations per- 
second i.e., over a range of eleven sthayis 


Rasika, a cultured person: one who isable to genuinely 2 
enjoy and appreciate good music; a person with an 
accredited, refined, correct and critical taste. 


Resonance, reinforcement of sound. The phenomenon of 
tesonance is of great importance in the construction 
of musical instruments and in the production of the 
tone of the human voice. Musical boxes or resonance 
boxes in stringed instruments, and the pipe or tube in 
wind instruments, are devices to reinforce  the- 





general sound. Without these hollow resonators, the — ; 
music emanating from the strings or the mouth-piece- ae 


will be feeble. 


Resonators in musical instruments are of the following. — | 


shapes : 


(1) Semi-globular 
(2) Bucket-shaped 
(3) Cylindrical 
(4) Conical 
(5) Trapezoid 
(6) Barrel-shaped 
(7) Hour-glass shaped 
(8) Mortar-shaped 
(9) Rectangular shaped 
(10) Boat-shaped 
(11) Oval-shaped 
(12) Pot-shaped 
(13) Tub-shaped 


see 


eee 


Vina 
Svarabat 
Pambai 
Damarum 
Santur 
Mridangam 
Udukkai 
Timila 
Harmonium 
Ancient Yazh 
Pujari kai silambu: — 
Kudamuzhz 
Nagara 
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_ (14) Triangular-shaped ... Balalaika 
(15) Snake.shaped ... Nagapani 
(16) Rod-shaped ... Tempered metallic 


rods~ 


Resting note, a note on which one can rest and weavs 
around it an alapana. Every resting note isa nyasa 
svara, but every nyasa svara need not necessarily 
be a resting note. Resting note is the same as 


amsa syara. Dirghatva is the feature of a resting 
note. 


Rishi, the name of the seventh chakra in the scheme of 72 
melagartas and comprises melas: 37-42. 


Rudra, the name of the eleventh chakra in the scheme of 72 
melakartes and comprises melas. 61-66. 


Ratu, the name of the sixth chakra in the scheme of 72° 
melakartas and comprises melas : 31-36. 


Salaga raga, same as chayalaga raga. 
Salanka raga, same as chhayalaga raga. 


Sama garha, acase wherein the music and the tala begin: 
simultaneously. 


Samashtl charana, the section following the pallavi and* 
which stands for both the anupallavi and charana. 
Samashti means aggregate. It is a charana since 
it is the last section of the composition ; and it is an- 

' anupallavi, since it has the prasa agreement with the 
pallavi. Sri Saraswati namostute (Arabhi raga) is a 
good example. 
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‘Songs with samashti charanas have been composed by 
Muthuswami Dikshitar and his disciple Ponniah 
Pillay. To make up forthe absence of an anga,a 
madhyamakala sahitya is introduced at the end of 
the samashti charana. 


“Samudaya kritis, a set of kritis, usually 5 or 9 pertaining to 
or composed on a particular theme. The Kovar 
Pancharatnam, Tiruvottiyur Pancharatnam, and 
Navaratnamalika are instances of Samudaya kritis. 


“Samyadi, exact consonance (also see under vadi). 


‘Sanchara, a string of phrases- that can validly come in a 
raga and woven into an-organic and aesthetic whole. 
This is a sequence.of phrases of a non-rhythmic 
character. 


“Sanchari, a solfeggio composition consisting of apt phrases 
of a raga, and set ina specific tala. It reflects well 
the svartipa of the raga. 


“Sanchari, see under varna. 


-Sandhiprakasa raga, a raga whose ganakala is either 
sunrise or sunset. 


~Sangati, a technical beauty met with in the kriti and a 
few other types of compositions. It is the name 
given to the vibrations developed or built on a 
musical theme, step by step. Sangatis may pro- 
gress from the beginning of a theme or from the 
end of a theme or progress round a phrase in the 
middle of a theme. According as they reflect the 


Pa 
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raga bhava or the sghitya bhava, they are classified® 
into Ragabhava sangatis and Sahitya bhavasangatis. 


Sangita Mahal, concert hall; kachcheri mantapam. 
In an ideal concert hall, 
(1) The music will be audible at all parts of the hall > 
(2) even fast music will be heard with clearness ; 


(3) the tone-colour of the several instruments will be - 
heard in all purity ; 


(4) there will be sufficient reverberation ; 
(5) there will not be echoes ; 


(6) there will be no distortion of music. 


(7) there will not be excessive reverberation, 


Besides these points of Jakshana from the acoustical: ’ 
point of view, all ideal concert halls 


(1) should be free from extraneous noises ; 


(2) should have comfortable seating accommodation 
for the audience. 


(3) the performers should be in the direct view of the - 
audience. 


(4) the seats should be in rising rows of tiers. 


In an acoustically good hall (o7g¢ELQ abo 
GumésL@ 2ere were) there is no need for the 
singer to exert and he feels ita pleasant thing to perform 
therein. Insuch halls, the requisite musical atmosphere is 
created soon after the commencement of a concert. The 
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“whole atmosphere becomes permeated and saturated with 
musical sounds. Concert hall should be sound-proof, soas — 
to ensure freedom from extraneous noice and be situated — 
-away from the roadside to ensure calm and undisturbed 
qistening. Concert halls are usually rectangular in shape. : 
The Gewandhaus in Leipzig, Germany is a world-famous — 
concert hall and it is a pride and a privilege for any musician 
to perform therein. 


The Sangita Mahal in Tanjore is a good concert hall. 


_° Sankirna raga, a mixed raga i. e., a raga wherein traces of 


other ragas are seen in a pronounced manner. 
Sankrama raga, same as Ssankirna raga. 
Sanyasa, one of the trayodasa lakshanas. 


_ Sarva lagba, literally, laghu all through; counting by sarva 
laghu means, measuring time ina even manner i. e., 
reckoning by mere aksharakalas instead of reckoning 
the tala through its constituent angas, 


% Sarva svara gamaka varika raga, a raga wherein all the 
svaras can be rendered with varik gamaka; ex. Todi, 
Mohana and Kalyani. 


Sarva svara nyasa raga, a raga wherein all the svaras happen 
to be nyasa svaras; ex. Hamsadhvani. 


Sata raga ratua malika, a garland of 100 kirtanas in 100 
different ragas by Tyagaraja. This composition is 
reffered to in his two kritis: Raga ratnamglikache 
(Ritigaula raga) and Elavataramettukontive (Mukhati 
raga). 
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‘Shadava, one of the trayodasa lakshanas. 


‘Shodasangas, the 16 angas beginning with the anudrutam 
(duration, one aksharakala) and ending with the 
kakapadam (duration, sixteen aksharakalas). 


‘Solfa passage, a musical passage which has no sghitya and 
which is sung with the svara letters. 


‘Solkattu, (9¢ra@ec@), jatis; tala solfa syllables; bols; 
patam We. | 


‘Solkattu svara, (QsraSL@ avarib), a passage of chitta 
swara interspersed with jatis and figuring in some 
kritis; it is an additional appendage introduced to 
enrich the beauty of a Composition. The ganakrama 
of this technical beauty-is:the same as that of a syara 
sahitya i. e., the passage interspersed with the jatis is 
sung after the charana, and the dhatu part alone, is 
sung through the medium of solfa letters at the end of 
the anupallavi. 


Sound-body, Sound-box and Sound-Chest, the hollow body 
in stringed instrumentss like the vina, tambura and 
gotuvadyam, which serves to amplify the sound, 


‘Sound holes, the holes pierced in the bellies of stringed 
instruments. In the vina there are tae two circular 
pin-holes in front of the bridge and in the violin, 
there are the f- holes on the two sides of the bridge. 


Sound-post, the tiny little cylindrical piece of wood seen 
inside the violin, connecting the table and the 
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back. It not only supports the right foot of the 
bridge, but also transmits the vibrations of the table 
to the back. Thetop and the bottom of the sound- 
post should be respectively shaped to the arching of 
the belly and the back so as to ensure perfect contact. 


Sthayi, see under varna, 


Sthayi, (1) octave; saptaka ; register. 


(2) A pharase coustituted of identical notes like: 
ssss or rrrr or a phrase where in the 
initial and terminal notes are the same ex. srs: ~ 
and rgr. 


(3) A branch of raga Alapana, performed after the: 
ragavardhanior-the main central part of the 
alapana. The. sthayi,alapana admits of the 
divisions. arohana'sthayi and avarohana sthayi 
according as the initial notes ar the commence- 
ment of the sub-stages are in the arohama: 
krama or avarohana krama. 


(4) High-pitched ; a person with a resounding highs 
pitched voice is said to possess a sthayi sarira. 
Such persons are specially useful as upagayakas- 
in Kalakshepams and dance dramas. 


Suddha madhyama karta, a melakarta taking the suddha: 
madhyama or F Natural. 


Snddha rada, a pure or unalloyed raga, i.e, a raga free. 
from the traces of other ragas. Ex. Hamsadhvani. 
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Sutra gita, a small composition wherein the sahitya gives 
in a mnemonical form any branch of knowledge 
relating to musicology or gives ina nutshell the 
results of any musical experlment or phenomenon. 


There are sutra gitas pertaining to :— 
(1) the structure of the 8 ganas of prosody : and 


(2) the ragas derived by the process of modal shift 
of tonic from Mohana. 


Sutra khanda, the name given to the first section ef @ 
raganga raga lakshana gita and wherein the svaras 
figuring in the raganga ae are given in the form of 
mnemonics. 


Svarakshara, a literary as well as a musical beauty met 
with in varnas, kritis,,ragamalikas, padas and javalis. 
A svarakshara passage is one wherein the solfa letters 
figuring in the whole or part of a sahitya of the 
particular passage are sung to the music signified by 
those letters. In such a passage therefore, the 
svaras and the corresponding sahitya letters wil! be 
exactly identical. 


For the varieties of svarakshara see Pp. 155-165. 


Svara sahitya, T4¢ ATfacq—A technical beauty figuring in 
some kriti compositions, pada varnas and the Ghana 
raga Pancharatna of Tyagaraja and wherein the 
chitta svara passage is adorned with an appropriate 
sahitya. 


Svayambbu svaras, harmonics, over-tones or upper partials. 
S. MI—22 


338 


Symmetrical raga, a non-vakra raga which takes the - 

: same number and kind of notes in both its arohana 
and avarohana. The symmetry can easily be per 
ceived in the arohana-avarohona graphs of such 
ragas. 


‘Sympathetic vibration, S:*S0S< a phenomenon noticed — 
in the case of columns of air, strings or other objects, 
under the influence of a source of sound. Ifa string 
is set in vibration, it will cause any other string to 
vibrate, provided this other string is in close proxis 
mity to it and is tuned to the identical pitch of the 
generating string or to any one of its upper partials. 
It is well-known that when one of the sarani strings 
of a correctly tuned-tambura is plucked, the other 
sarani string automatically vibrates. The pheno- 
menon of sympathetic vibration has been taken 
advantage of in instroments like the gotuvadyam 
and the sarangi and the subsidiary notes emanating 
from the sympathetic strings adda richness to the 
music. 


ala malika, a composition wherein the sections are set 
in different talas or time-measures, the raga being 
constant throughout. 


‘Tara, one of the trayodasa lakshanas. 


Tattakara(s3se77), the name given to a passage of 
mnemonics or jatis, illustrating a particular tala. 
There are standard tattakaras for almost all the 
time-measures used in sacred and secular music. 


Tiram (§ pb), a janya raga; also an audava raga in ancient 
Tamil music. 
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. Tirattiram (§ » $9 1b), a svarantara raga in ancient Tamil 
' music. 


“Tiruvottiyar Pancharatna, the five kritis composed by 
Tyagaraja in praise of Sri Tripurasundari Amman of 
Tiruvottiyur. They are :— 


Sundari ni divya ripamunu' — Kalyani. 
Darini telusuKonti — Suddha saveri. 
Sundari nannindarilo — Begada. 
Sundari ninnu varnimpa — Arabhi. 
Kannatalli ninnu — Saveri, . 


“Trayodasa lakshanas, the thirteen characteristics of a raga, 
mentioned in the Sanskrit works on music and which 
established the svarupa or melodic entity of a raga. 
They are :— : 

Graha, the note an which the raga commenced ; 


Amsa, the note which revealed the melodic entity or 
the svarmpa of the raga; also called the jiva svara’ 
(soul of the raga) ; 


Nyasa, the note on which the raga was concluded; 


Mandra and Tarz, the lowest and the highest notes 


respeetively, beyond which the raga sancharas 
should not extend ; 


Alpatva, the note that was used sparingly in the 
raga ; 


‘Bahutva, the note that was used frequently in the. 
raga ; 


-Apanyasa, Vinyasa and Sanyasa, the ending notes 
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of intermediate phrases in the course of the raga 
alapana ; 

Shadava, constituted of 6 notes ; 

Audava, constituted of 6 notes ; 

Antara marga, the introduction of a note or chhaya. 
not belonging to the raga. 


Tri-anya svara bhashanga raga, a bhashanga raga taking: 
three foreign notes: ex. Hindusthan Kafi. 


Ubhayakara or bhayakara, dhatu-matu kara i. e., one who- 
has the ability to compose music and also write a. 
suitable sahitya to it ; composer or vaggeyakara. 


Ubhaya vakra raga, a raga wherein both its drohana and’ 
avarohana are vakra; ex. Nilambari; Sahana; Malavi. 


Upanga khanda, the name given to the second section of a. 
taganga raga lakshana.gita.and wherein the upanga: 
ragas derived from that mela are enumerated. 


Usi (2. &), same as Vusi ; see under vusi, 
Uttara mela, same as uttara melakarta (see below). 


Uttara melakarta, a melakarta belonging to the uttara half” 
or the second half of the 72 melakartas, i. e., a prati- 
madhyama karta. 


Vadi, samvadi anuvadi and vivadi 


Svaras are divided into four classes :-— 


Vadi, is the principal or the predominant note of & 
raga. The vadi svara is compared toa king. This. 
royal or regnant note is sounded several times in a 
raga. 
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“Samvadi svaras are those between which there are (i.e., 
separated by an interval of) eight or twelve srutis. 
In other words, if two notes are related as shadja and 
panchama, or as shadja and suddha madhyama they 
are called samvadi svaras. Samvaditva, means the 
consonance of the fifth or the fourth, The samvadi 
svara is like a minister to the king vadi. y[t may be 
noted that the madhyama is only an inverted 
panchama or under-fifth. 


‘Shadja and Panchama, Shadja and Suddha Madhyama, 
Suddha Rishabha and Suddha Dhaivata, Suddha 
Gandhara and Suddha Nishada, Sadharana Gandhara 
and Kaisiki Nishada, Antara Gandhara and Kakali 
Nishada, Suddha Rishabha) and Prati madhyama are 
samvadi svaras. 


‘Vivadi, if between two svaras,° there is only one sruti 
these two notes are said to be vivadi to one another ; 
the vivadi note is like the enemy. 


_Anuvadi, svaras which are neither vadi, samvadi nor 
vivadi are called anuvadi. The anuvadi. svara is 
compared to servant. Compared to the samvadi 
svara, the anuvadi svara relatively speaking, is somes 
what less consonant. 


Thus ‘the sonant on the speaking note is the vadi. 
The consonant note is the samvadi. The note which 
‘clashes with it and produces a discordant effect is the 
‘vivadi or the dissonant note. The note which 
increases the beauty of the raga is the anuvadi or the 
assonant note’ 
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The effects of samvadi, anuvadi, and vivadi svaras are 
easily perceived when the concerned pairs of notes are 
sounded simultaneously. 


Thus from the point of view of the interval relationships 
of notes, svaras have been classified into :—vadi, 
samvadi, anuvadi and vivadi. The simultaneous 
sounding of samvadi svaras (consonant notes or 
intervals) results in a pleasant effect ; the simultaneous 
sounding of vivadi svara (dissonant notes or intervals) 
results in a repulsive effect; the simultaneous sound- 
ing of anuvadi svaras results in an effect which is 
intermediate between these two; i.e., neither wholly 
repulsive. These are fundamental musical truths and 
hold good in all systems of music. 


Vaidika ganam, (afex Tay) sacred music, 


Varik, shake or kampita; this is the shake of an interval 
and not the tremolo on a svarasthana. (The tremolo 
produced on a svarasthana is called Kampa), 


Dirgha kampita isa shake over a wide interval and 
Hrasva kampita is a shake over a small interval. 


Varik is aterm used in popular parlance. There are- 
many such terms in vogue in music which though 
not found in classical works are yet widely used by 
the people. 


Varik style, a style of playing wherein the notes are 
seldom sounded pure and wherein one gets the aural 
impression of a series of musical curves. 
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A kriti like Nidu charana pankajamule int Kalyani’ 
raga is set in purna varik style. A kriti like Evarani’ 
nirnayinchirire (Devamrita varshini raga) is set in 
ardha varik style, i.e., some notes are sounded 
pure and some with the varik gamaka. 


Varna, the mode of singing (ganakriya and is of four kinds 2. 


sthayi, arohi, avarohi and sanchari. 


Varna, an art musical form belonging to the sphere of 
. abhyasa gana. It is also a concert piece. 


Vasu, 


Veda, 


Varnas are of two kinds:—tana varna and pad@ 
varna. The former is set ia madhyamakala tempo 
and the latter in chaukakala tempo. For this reason, 
pada varnas are also called chauka varnas. There 
are some chauka varnas by great composers wherein 
sahitya is found only for the pallavi, anupallavi and, 
charana, after the model of.a tana varna—the remain 
ing sections being sung as solfa passages. Buta pada 
varna has always sahitya for the entire composition. 


Pada jati varna isa pada varna wherein we come 
across jatis in some portions. 


the name of eighth chakra in the scheme of 72 mela-. 
kartas. [It comprises melas: 43—48. 


the name of the fourth chakra in the scheme of 
72 melakartas. It comprises melas: 19—24. 


Venkatesa Pancharatna, a set of five kritis in Telugu, in 


praise of Sri Venkateswara by Vina Kuppayyar. 
The well known kriti. Bagu miraganu nato. in 
Sankarabharana raga belongs to this group. 
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Vijayaraghava Pancharatnam, a set of five padas in Telugu 
composed by Kshetrajna in honour of Vijayaraghava 
Naik of Tanjore, one of the royal patrons of the 
seventeenth century : 


Viloma krama, reverse order. 
. Vinyasa, one of the trayodasa Jakshanas. 
Virama, a synonym of the anudruta. 


Visesha sanchara, 2 musical phrase, which is not in accor- 
dance with the arohana and avarohana krama of the 
raga but which nevertheless comes in, for the sake of 
enriching its beauty. 


Visranti, fastifa a period of rest or silence in a musical 
composition. 


Vivadi, an inimical note ; (also see under vadi). In Hindu- 
sthani music, the term vivadi svara is used in the 
sense of varja svara i.e., a note eschewed in the raga. 


Vusi, (fa), visarjitam. 


Waisted drum, a two-faced drum with a shell of mud, wood 
or metal and narrow in the centre; udukkai and 
damaru ate good examples. 


CHAPTER XIII 
DESCRIPTION OF RAGAS 


Note.—In this Chapter, lakshanas of 24 ragas are given. 
“The ragas are presented in the order of the melakartas. It is 
possible to describe each raga in terms of its precise srutis ; 
"but in conformity with the usual practice, the svarasthanas 
salone are mentioned for each raga, prominent compositions 
which depict the nadatma forms of the ragas are cited as 
“examples under each raga. The sancharas given here are to 
be sung in slow time. 


1. Todi atfe 


The eighth mela raga 3. second mela in the Netra (2nd) 
‘chakra (Netra-sri) ; came to be ealled Hanumatodi to accord 
with ihe katapayadi formula.’A’'mela claiming a large 
“number of janya ragas. 


This is a Marchchanakaraka mela. Its ri, ga, ma, dha 
and ni when taken as shadja, will result respectively in 
Kalyani, WHarikambhoji, Nathabhairavi Sankarabharana 
-and Kharaharapriya. 


Todi is the ri murchchana of the ancient scale, shadja 
“grama. 


Arohana:— srgmpdns 
Avarohana :— sndpmg rs 


Note.—srgmdn s sndmégrs under this mela 
ds known as Suddha togi. The well known Ramayana 
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gita Arere Dasaratha raia in Dhruva tala is composed im 
Suddha todi. 


Besides Shadja and Panchama, the Todi raga takes 
the Suddha Rishabha, Sadharana Gandhara, Suddha 
Madhyama, Suddha Dhaivata and Kaisiki Nishada. 


Sampurna raga; a raga with a symmetrical pair of 
tetrachords, the tetrachords being separated by the inverva} 
of a major tone; ga, ma and dha are the raga chhaya. 
Svaras ; ma and pa are amsa svaras or resting notes; ga, ma, 
pa, dha and ni are nyasa svaras; ri is not nyasa. Janta 
svara combinations like s 3mmdd, mmddnn, d@ 


nnss and datu svara prayogas like ngrnodnrndm, 
&émndmGrSare prominent. Panchama varja prayogas. 
add beauty to the raga; dnisD and rsD are visesha 
prayogas. Sarva svara gamaka varika rakti raga. Tristhayi 
raga. One of the major ragas; well distributed. « Slokas,. 
padyas and viruttams can be.sung in this raga. All great 
composers and minor composers of note have composed in. 
this raga. All types of compositions are represented in this 
raga. A raga affording scope for elaborate alapana. Used 
in operas and dance dramas. Compositions in this raga 
begin on the notes: sa, ga, ma, pa, dha and ni. Can be 
sung at all times. The true called Mattakokilam is in this 
Taga, 


Todi Sitaramayya, a brilliant musical of the early: 
19th century sang this raga for eight days, an enviable record. 

In the phrase Mm ¢ éM, the ga is sounded in its 
svasthana but in Gr s the ga is flattened and rendered. 


Venkatamakhi’s statement that Todi is an auttar@ 
ragai.e., (came from the north) cannot ‘be justified. The — 
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statement can however be justified if his Todi is taken as: 
referring to the Todi raga of Hindusthani music which» 
corresponds to the 45th mela, Subbapantuvarali. Todi of 
South Indian Music is one of the scales obtained by the 
process of modal shift of tonic to the ancient Tamil music. 
The Sangita ratnakara mentions this raga. 


Sanchara :— 

dnSSsnD—dnsrrS, sndpm—pdndNer 
SsnD—dnsrG,rsn—dnsrgmGrrS—snd 
P—GmP—dndP—pmGrrS—snD, dnsrS|j 


Some prominent compositions. 
Type of : 


compose Peston Shy tata. Name of tt 
Svarajati Rave Himagiri Adi Syama Sastri 
Varna  Kanakangi Ata Pallavi Gopalayyan- 
Shas Eranapai Adi Patnam Subrah - 
manya Ayyar. 
Kriti | Koluvamaregada Adi Tyagaraja. 
oy Kaddanavariki a 99 
as Chesinadella 99 ” 
ae Dasarathe » ” 
“ Endu daginado Chapu 
oe Fappi bratiki Rupaka ,, 
na Ninnu ving sukhamu 55 “A 
23 Enduku daya Triputa <3 


= Emi jesite nemi os ss: 
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'Kriti: |Kamalambika Rupaka Muthuswami 
Dikshitar. 
ss Ninne namminagnu Chapu® Syama Sastri. 
“ Ambanadu Adi Paliavi Gopalayyar. 
” Amba nannu se Anayya 
i$ Emani pogadudu 5 Garbhapuri. 
a Sri Venkatesvaram Ruapaka Ramnad Srinivasa 
Ayyangar. 
PP Amba nannada- Riupaka Cheyyur Chengal- 
rinchave varaya Sastri. 
» Gajanana anuchu me _ 
<Padam: E/il@ arumai - Adi Ghanam a 
galum Krishnayyar. 
»9 Taye Yesoda undan ~~, Uttukkadu Venkata 
Subbayyar. 


2. Mayamalavagaula ATaTATeates 


15th melakarta raga; third raga in the III (Agni) 
“chakra (Agni-go). Malavagaula was the original name 
“Of the raga. Maya was prefixed to the raga name, after 
~ the advent of the scheme of 72 melas; this was done to 


obtain the number 15 by the application of the katapayadi 
formula 


This is a Murchhanakaraka mela. Its ri, taken as 
~shadja results in Rasikapriya, the 72nd mela; its ma taken 
aS shadja results in Simhendramadhyama, the 57th mela. 


Arohana :— srgmpdns 


Avarohana:— sndpmégrs 
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Besides Shadja and Panchama the notes taken are :—. 
Suddha Rishabha, Antara Gandbara, Suddha Madhyama, . 
Suddha Dhaivata and Kakali Nishada. 


Sampirna raga: sarva svara gamaka varika rakti, 
Yaga. A janaka raga claiming a large number o: janya 
ragas. A mela raga With a pair of symmetrical tetra- 
chords—the tetrachords being separated by the interval of 
amajor tone; ga and ni are jiva svaras; gaand pa are 
amsa svaras or resting n»te. Fairly distributed; can be 
sung at all times. A raga free from all doshas.  Tristhayi» 
raga. Compositions in this raga commence on the notes, 
sa, ga dhaand ni. This raga is able to evoke a soft and 
soothing feeling. One of the old ragas and is mentioned in 
the Sangita ratnakara. \This_mela corresponds to the 
Bhairava that of Hindusthani music. 


This is the raga in which all students of Karnatic 
music are taught the preliminary svara exercises. 


The following features of the raga make it an ideal one 
for the initial lessons in music :— 


(1) Svarasthanas with dus! names are absent here. 
The only other mela wherein svarasthanas with. 
dual names do not come in is Kamavardhani. 
Since itis easier to learn svara exercises in a 
suddha madhyama raga, rather than in a prati. 
madhyama raga, Mayamalavagaula has been 
preferred to Kamavardhani. 


(2) There is only a semi-tonal difference between the 
two notes ofeach of the four pairs: (i) sr, 
(ii) g m, (iii) p d, (iv) ns and the two notes of ” 
each pair are played on contiguous svarasthanas . 
on the vina. 
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(3) This raga admits of janta svara and datu svara 
prayogas in quick time and slow time. 


(4) Achala svaras and Kampita svaras figure herein. 
Sanchara. 
srgmpdn Spm paiee & dna pane 

-sndnsrgr G—m¢ér S—snd Pm G—smpdn 
srsndPmgrS—sndnsrS |i 


Some prominent compositions 
dakshana 


gita Ravikotiteja . Matya _ 
Kriti: Merusamana Madhyadi Tyagaraja. 

»» Tulasi dalamulache Rupaka ” 

;»  Vidulaku mrokkeda Adi ae 

»  Srinathadi !Adi Muthuswamy 
Dikshitar, 

>»  Mayatita svarupini Rupaka Ponnayya 

»  Devadi deva ES Mysore Sadasiva 

Rao 
»» Adikkondar Adi Muthu Tandavar 


3. Chakravakam APATHA 
16th melakarta raga ; 4th raga in the III (Agni) chakra ; 
. s( Agni-bhu). 


This is a Murchhanakgraka mela. Its mag as shadja 
-fesults in the 27th mela Sarasangi; and ni as shadja results 
“in the 59th mela, Dharmavati. : 
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Note:—The strict application of the Katapayadi 
formula to the name Chakravakam will yield only the 
number 26—cha is 6; and inthe conjunct consonant kra, 
only the subsequently heard ra (2) has to be taken into 
account. This will result in 62 or 26 after reversal. Chakra. 
vakam is therefore a faultily and hurriedly coined mela name. 
{To change the name into Chakkaravakam to get the oe 
16 is not correct). 


Arohana :— srgmpdns 
Avarohana :— sndpmérs 


Besides Shadja and Panchama, the notes taken are: 
_Suddha Rishabha, Antara Gandhara, Suddha Madhyama, 
Chatussruti Dhaivata and Kaisiki.Nishada. 


Sampurna raga; sarva svata gamaka varika rakti raga ; 
viand ni are the jiva svaras;'\'gaand paare amsa svaras 
i.e., resting notes; g m R's and p m D are visesha sancharas ? 
rviand pa are nyasa svaras. Kampita nishada {s used. 
Tristhayi raga. Fairly distributed. Compositions in this 
raga commence onthe notes: sagaand pa. Can be sung 
at all times. Tyagaraja brought this raga to prominence. 
A gana rasa pradhana raga. 


A raga wherein compositions can begin with a visesha 
sanchara—g m R S in this case. 


Vegavahini, a janya raga derived from this mela, 
figures as the 16th melainthe asampirna mela paddhati, 
under the name, Toyavegavzhini. 


The illustrious singer of the last century, Maha 
Vaidyanatha Ayyar got his title, Mahz by singing this raga 
in his 12th year, before an assembly of sangita vidvans. 
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| History. This is one of the ragas which emerged when: 
the scheme of 72 melas was conceived. 


Sanchara 
srg¢mPm—gmRs—sndnsrGr—gm Pm— 
smpdnsr S—sndnP—dnsr Gr-g m R s— 


SnsrsndPm—gmpdnsrsndPm—gmpdnd 


Pm—¢mRs—snsrSsndnP—dnsrS| 


Some prominent compositions 
Varna: Jalajakshi Adi Patnam Subrahmanya 
Ayyar,, 
Kriti: Sugunamule Ripaka’ Tyagaraja. 
Ezulabrotuyo Triputa 


i Inkadaya Adi Patnam Subrahmanya 
: Ayyar- 
a Eula vrasi Triputa Patnam Subrahmanya 
Ayyar- 
ia Na manavini Rapaka Karur Devudu Ayyar- 
Yadukula tilaka Adi a a 


Nive palinchara Ruapaka~  Karigiri Rao. 
Arivudaiyor Jhampa Gopalakrishna Bharati: 
Tiruppueazh: Apakara 35 Arunagirinathar. 
(Chaturasra) 


4. Bhairavi Wat 


Janya raga; derived from the 20th melakarta Nata- 
bhairayi ASATaT 
Arohana :— srgmp*dns 
Avarohana :— sndp mg¢grs 
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N.B.—The Dhaivata in the arohana is Chatussruti 
Dhaivata. This is the rare example of a janya raga witha 
Aramasampurna atohana and avarohana. This is also a raga 
wherein the accidental note is incorporated in the scale 
itself. 


Some scholars give the arohana as: sérgmpdns. 
‘The phrase s § r¢ m occurs in thisraga, but srg m is 
used more frequently. If the arohana is maintained as 
sgrgm,srgm cannotcome. Hence the correct view 
dis to take the arohana as krama sampurna and to treat 
‘s$r sm asa visesha prayoga. 


Besides Shadja and Panchama, the notes taken are 
Chatussruti Rishabha, Sadharana Gandhara, Suddha 
Madhyama, .Suddha Dhaivata, Chatussruti Dhaivata and 
Kaisiki Nishada. 


Ekanya-svara bhashabga raga; the only accidental note 
Chatussruti Dhaivata, occurs in the phrases pd n Ss, pdn 
SR, pdndnS and sndnS. Occasionally the phrase 
pdn s N rendered in madhyamakala, takes the suddha 
dhaivata. Inthe phrase pdndp, both the dha notes are 
suddha, Usually in bhasbanga ragas, anya svaras are not 
mnyasa svaras: but Bhairavi is an exception. Even here, it 


‘occurs only as a hrasva nyasa—P d Nd—dn srsN d— 


r Nd and G r 8 Nd. The ending note in each of these 
‘phrases is just touched and not stressed. 


Many of the compositions begin on the nishada svara 
and a few on the rishabha and dhaivata; ri, ga, ma and ni 
S. T—23 
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are the raga chhaya svaras; ri, ma, pa, ni and ehattussrutf 
dha ate nyasa svaras; ga, ma and ni are kampita svaras > 
(a) rmGrs (b) pdM (c) pdndM and (4) mpGrs_ 
are visesha prayogas; pa and ri are amsa svaras or resting 
notes. Chatussrati dha is not a resting note. 


Whereas in phrase dn S, the ni is sounded in the _ 


svasthana, in the phrases: nnd P and Pdndp, then 
is slightly flattened and rendered. 


Janta svara prayogas liker r § § m m g g and datu 


mndP, mpGrsare prominent. Sarva svara gamaka 
varika rakti raga; the bestofthe rakti ragas. An evening 
raga according to some scholars; but can bé sung at alf 
times. Well destributed.. Slokas, padyas and viruttams can 
be sung in this raga. All’ great composers and minor 
composers of note have composed in this raga. All types of 
musical compositions are represented in this raga. A major 
raga admitting of elaborate scope for alapana. Used in 
‘ operas and dance dramas. This raga corresponds to the 
Tamil pan, Kausikam (Q@sarGaib). 


History: The origion of this raga can be traced to the 
Panchama murchhana of sa grama viz., Suddha shadja. 
The use of the Chatussruti dhaivata in the arohana-krama 
combinations was gradually acquiesced in by scholars and it 
became a regular bhashanga raga more than 1500 years ago. 
This is one of the old ragas and it is the 7th of the nineteer 
prasiddha (prominent) melas mentioned by old scholars, 
This raga is mentioned in the Sangita ratnakara, Sangita 
amakaranda and Sangita samaya sara. 
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In fact we hear of compositions only in bhashanga 
Bhairavi raga from early times. The Nathabhairavi has 
remained as a scale for centuries. 

Sanchara 

rgmp *dnSsn *D— *dnsrsrs N *d—ns 
$oR—rimGrsn*a— nsndroet—ntwrer 
nS—pdpdp M—pRScndp—puNdP—me 
dP—mpGrs-—rgmpdp GrS-—rgmGrsN *D— 


nsrsR—P*dnsrS|| 


Some prominent-compositions 


Gita: ‘Sri Rama Dhruva a 
Svaraj: ti Kamakski Chapu Syama Sastri. 
Varna: Viriboni Ata Pachchimiriyam 
Adiyappayya. 
Kriti: Koluvaiyunnade Adi Tyagaraja. 
< Chetulara 5 ‘3 
rs Sri Raghuvara is Ss 
+ Upacharamulanu ,, ‘s 
Pap Raksha betiare ,, Sy 
ms Tanayuni brova_,, ed 
ae Upacharamu Rupaka ze 
os Tanayande Chapu es 
(Nowka Charitram) 
a Chintayama  Rupaka Muthuswamy 
Dikshitar. 
oe Balagopala Adi 2 
i Maha Tripura Riupaka Pallavi Gopalayyar 
"OE Ni padamule Adi Patnam Subrah- 


manya Ayyar. 
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Kriti: Ikanannubrova = Adi Pallavi Seshayyar 
$i Sri Parthasaradhe Khanda- Mysore Sadasiva 
Triputa Rao 
RS Arukku Cbapu Gopalakrishna 
Bharati 
ie Tudi seydidu Rupaka Ramaswamy Sivan 
oe een 
Ashtapadi: Srita kamala Triputa Jayadeva 
so acai * Jaya jaya Rupaka Narayana Tirtha, 
gokulabala 
oS Ghvinda ghairya Jhampa e 
Padam: Mandati ~ Triputa Kshetrajna. 
a Velavaré Adi Ghanam 
Krishnayyar 


* This song was originally set in Kuranji raga. The Bhairavi 
setting and the Ragamalinka setting were given to this sahitya by 
Tiruvottiyur Tyagayyar, son of Vina Kuppayyar. 


5. Kharaharapriya @wqutya 
22nd Melakarta raga; 4th raga in IV (Veda) chakra 
(Veda-baz). This isa Murchchanakaraka mela. Its ri, ga, 
ma, paand ni when taken as shadja, will respectively result 
in the melas, Hanumatodi, Mechakalyani, Harikambhoji» 
‘Nathabhairavi and Dhira sankarabharana. 
Arohana :— srgmpdns 


Avarohana :— sndpmégrs 
Besides Shadja and Panchama, the notes taken are:— 


Chatussruti Rishabha, Sadharana Gandhara, Suddha 
Madhyama, Chatussruti Dhaivata and Kaisiki Nishada. 


A mela raga with a pair of symmetrical tetrachords— 
the tetrachords being separated by the interval of a 
major tone. Sampurna raga; sarva svara gamaka varika 
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rakti raga ; ri, ga, dha and ni are the raga chbaya svaras and: 
nyasa svaras; riand pa are resting notes. The pratyahata. 
N<aTeq gamaka lends colour and svaripa to this raga. 
The slow rendering of the phrases: NdPmGR and 


NdpdnasNdPmGr will be found to be ranjaka 
prayogas ; fairly distributed; can be sung atall times. A 
mela raga with a large number of janya ragas. Composi- 
tions in this raga commence on the notes sa, ri, pa and ni. 
Tristhayi raga. A gana rasa pradhana raga. 


We owe this raga to Tyagaraja. He is the only com= 
poser to have composed many beautiful kritis in this raga. 
He brought the raga to prominence through his kritis. This. 
faga corresponds to the Kaphi that of Hindusthani music. 
With the emergence of Kharaharapriya, the svarupa of 
Bhairavi became clearly defined: 


Sriraga, a janya of this-meéla, figures as the 22nd mela. 
in the asamparna mela paddhati. 


Note:—There is an appropriateness in the raga name, 
Harapriya (i.e., pleasing to, or liked by Hara or Siva)— 
Khara being the Katapayadi prefix. This raga approxi- 
mates to the ancient sama gana scale, the primordial scale- 
of Indian music and the scale in which Siva delights in. 


Sanchara :— : 
rsmPmGr—NdpdndPmGr-rgmpdnS 


sndPmGr-rgmpdnSsnD-pdnsR R— 
dnsrGGgr-gmG grR—RSsnD_pd nsrgér 
sNd—pdpdnsNndP-mpndpmGR—Nnd d. 
PpmmssrR—Snd—nsrsR—ndpdndPmG 
rS—ndnsrS || = 
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Some prominent compositions 


Kriti: Chakkaniraia Adi Tyagaraja. 

. Nadachi nadachi ,, xe 

ies Kori sevimpa aA es 

33 Videmu seyave Es ys 

»»  Pakkala nilabadi TFriputa Br 

ae Rama ni samana Rupaka as 

Ss Sankalpame Adi Patnam Subrahmanya 

Ayyar. 

3 Tyagaraia =a Tiruvottiyur 

Tyagayyar. 


The raga of the kriti: Ramz niyedais only Dilipakam 
and not Kharaharapriya. 


6. Mohana Iga 
Janya raga; derived from-the 28th melakarta, Hart 
kambhoji. 
This is a sarva svara murchasakaraka janya raga. Its 
(a) ri as shadja gives Madhyamavatl. 
(b) ga as ;, »»  Hindolam. 
{c) pa as ,, >,  suddha saveri. 
(d) dhaas_,, »» | Udayaravi chandrika. 


Arohana :— srgpd 8 
Avarohana:— sd pérs 
Besides Shadja and Paachama, the notes taken are: 


the Chatussruti Rishabha, Antara Gandhara and Chatus- 
sruti Dhaivata. 


Audava raga; varja raga; the notes ma and ni are 
deleted. Symmetrical raga. Upanga raga; ri, ga and dha 
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are the raga chhaya svaras ; ga and pa are amsa svaras i. e. 
resting notes. Janta svara prayouns like $ é ppdd 8s 


and datu svara prayogas like d Sr sdp, d rsdp, gdp 
@randrp¢r_s are prominent. Sarva svara gamaka 
varika rakti raga; one of the major ragas and gives scope 
for elaborate alapana. Can be sung at all times; but still 
night time is best suited for this raga. One of the widely, 
distributed and popular raga. Slokas, padyas and 
viruttams can be sung in this raga All types of composi- 
tions are represented in this raga. This raga figures in 
Operas and dance dramas. It is useful for singing themes 
felating to varnana or deseription. An auspicious raga. 
Mangalams have been coniposed in this raga. A taga 
capable of evoking more than One rasa. Tristhayi raga. 
-Cempositions in this raga commence oa the notes sa, g@ 
and dha. Mohana corresponds tothe Bhap of Hindusthani 
music, 


A raga useful for being sung at the commencement of 
‘coneerts, 


‘History. The oldest raga known to man. This 
penta-tonic scale is found in the music of the different 
nations of the world, including the music of the primitive 
‘tribes. This is accounted for by the fact that the notes 
figuring in this raga are the earliest notes met with in the 
sa—pa series (eycle of fifths) i. e. sa-pa-; pa-ri; ri-dha; 
dha-ga. here are many folk songs in this raga. 


Fhe hymns of Tiruvachagam of Manickavachagar 
have been recited in this raga from early times. The 
mame Mohana for this raga is of later origin. Its earlier 
mame was Régupti. 
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Sanchara :— iy 
gpdSs-pdsrGarerepGersréek® 
s—ds rs Ddp—pgpds 1s Dp—épgDpér—sr 
gpGgr—srgRs—dsrs—ddsDp—pspdsd Sh 





Some prominent compositions. 





Gita: Vara vina Rupaka — 
Svarajati: Samidayamera Adi ae 
Varna: Ninne kori ey Pallavi Duraisami 
Ayyar 
” Ninnu kori = Ramnad Srinivasa 
Ayyangar.. 


2 Sarasijakshi Ata Vina Kuppayyat. 
Pada Varna: Sariga dani, Adi Karvetnagar Govinda. 


samayya: 
Kriti: Bavanuta Adi Tyagaraja ? 
v9 Nanu palimpa~ °,, 5 
ee Mohanarama. >» = 
me Enduko baga a % 
PP Rama ninnu 55 ay 
“e Evarura Chapu 
» Maruvaku daya Adi Karat Dakshinamarth 
Sastri. 
o9 Pedda devudani ,, Mysose Sadasiva Rao: 
” Nenarunchara ,, Karigiri Rao 
% En palli “S Arunachalakkavirayar 
os Arumarundoru Rapaka Muttu Tandavar. 
> Sannidhi Chapu Kavikunjara Bharati 


Devarnama: Kandukandu Jhampa Purandara Das — 
Pallakiseva 
Prabandham: Eula rammandu Chapu Shahaji Maharaja 
Tarangam: Kshemam kuru ,, Narayana Tirtha 
Javali: Mohamella Rupaga Pattabhiramayya 
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7. Kedaragaula HeTailo 


Janya raga; derived from the 28th melakarta’’ 
Harikambhoji. 


It is a marchchanakaraka janya raga. Its ma and pa» 
taken as shadja respectively result in the ragas, Arabhi and 
Abheri. 


Arohana i srmp ns 
Avarohana:— snd pmgrs 


In kedaragaula raga ‘1 57’ can come as an exceptional” 
prayoga. 

Besides Shadja and Panchama, the notes taken by this. 
raga are: Chatussruti Rishabha; Antara Gandhara, Suddha 
Madhyama, Chatussruti Dhaivata and Kaisiki Nishada. 


Audava samptrna raga... Varja.raga; the notes ga and” 
dha are absent in the ‘arohaya.° Upanga raga. Gamaka~ 
varika rakti raga. The raga’s identity is straightaway 
revealed when the rishabba of the tara sthayi is sung as a 
prolonged and stressed note; riand ni are the raga chhaya 
Svaras; they are also kampita svaras and $réq svaras; ré 
and pa are good nyasas ; dha and ga are not nyasas; ga is- 
not a kampita svara ; pa is an amsa svara. 


A wellknown raga and a_ widely’ distributed raga. 
Useful for singing slokas, padyas and viruttams. Useful for 
singing themes relating to varnana or description. Largely. 
used in Purana patanam, Used in operas and dance dramas. 
Compositions in this raga commence on the notes: srm p. 
Sometimes the phrae GmgR¢r occurs as a visesha-. 
sanchara. Tristhayiraga. Night tlme is very appropriate: 
for this raga; teing am auspicious raga, it can however. 
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“be sung at all times. A major raga giving scope for 
~eleborate alapana. This raga cam be used to evoke karuna 
Tasa and bhakti rasa. 


Désh raga of Hindusthani music is like Kedaragaula 
“but takes Kakali ni in the phrases; pn S and pnsr. 
The Tevara pan Gandhara panchamam is this raga. 


In the asamparna mela paddhati, the 28th mela fs 
~Called Harikedgragaula. 


In medieval works, the name of the raga is seen as 
-Kedarigaula. 


Sanehara :— 
srmpnSs—mpnsRR=RmgR—-rmPmgR 
SOR BONDS USE OS 6 no LI 6T 0 Se Poe ee 7.8 © 
TrmgrrgrS—N, srS—nsrsndP—mpnsrS 
ndp—mpndPmg R=tmP, mgR—-rrmgrrgrS 
Sites 0d 
—N,srs—nsrsndP—m pnn S| 


Some prominent compositions 


Varna. ‘Sami daya juga Adi Tiruvottiyur 
Tyagayyar 
» Viriboni Jhampa Rudrapatnam 
Venkatara- 
mayya 

Kriti Tulasibilva Adi Tyagaraja 

as Vanajanayanugani BS ay 

=A Venugana loluni Rupaka is 
Prahlada 
Bhakti Varijanayana m Adi 35 
Vijayam 
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Kriti Nilakantham Rupaka Muthuswamy 
Dikshitar. 
és Saraguna palimpa Adi Ramnad Srini- 
vasa Ayyangar. 
> Enta pilachina - Pallavi 
Seshayyar. 
4 Karuniso o Purandar Dasa. 
ps Innamum orudaram ,, Gopalakrishna 
Bharati. 
Rama Anda Rama ~ Arunachala 
Natakam soundariyam ,, Kavirayar. 


Padam Emandunamma Triputa Kshetrayya 


oa dad di } Ratisukhasare Adi Jayadeva 
Tarangam = Mangalalaya » Narayana Tirha. 


8. Balahamsa Toga 


Janya raga: derived from the 28th melakarta 
Harikambhoji. 


Arohana:— srmpd s 


Avarohana — sndpmrmgs 


Besides Shadja and Panchama, the notes taken by 
‘this raga are: Chatussruti Rishabha, Antara Gaadhara, 
Suddha Madhyama, Chatussruti Dhaivata and Kaisiki 
Nishada. 


Audava-vakra samparna raga; ga and ni are varja 
in the acohana. Eka-svara vakra avarohana. Upanga 
@aga. Gamaka varika rakti raga; riis a jiva svara; pais 
both anyasa svara and amsa svara. A minor raga and 
does not lend itself for elaborate alapana. Compositions 
commence on the notes sa, ri, ma and pa. Tristhayi 
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taga; cen te sung at alltimes. The visesha sancharas are: 
(a)megRmégs (b)mégrs (c) pmrs. 
Sanchara: : 
srmP—-mrmgS—srmpdS—sndPmr 
mgS-—srmpd S—m p dS-dsrmgrmg S— % 
SsndP-mpdS—sndPmrmgS—-S,ndP_ 
—dsrmgrmgS] 


Compositions 
Kriti: Talli tandrulugala Adi Tyagarajs 
sh Parulanu is 2 
‘3 Tkakawalasine 3 3 
»»  Dandamu pettenura i 2 
»»  Ennadu daya SRupaka Patnam Subrah- 
manya Ayyar. 
2 Ninuving gati Adi Mysore Sadana 
0. 


> Evarunnaru a ° 


9, Sama Ta 


Janya raga: derived from the 28th melakarta 
Harikambhoji. 
Arohana:— srmpds 
Avarohana :— sd pmgrs 
Besides Shadja and Panchama, the notes taken by ~ 
this raga are: Ghatussruti Rishabha, Antara Gandhara, — 
Suddha Madhyama and Chatussruti Dhaivata. . 
Audava-shadava raga; ga and ni are varja in the 
arohana and niis varjain the avarohana. Upanga raga. 
Gamaka varika rakti raga. Rishabha and Dhaivata are 
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kkampita svaras and jiva svaras ; ri and pa are nyasa svaras ; 
ga is an amsa svara. A raga which shines by chowka kala 
prayogas. Tristhayi raga. A minor raga and does not 
give scope for elaborate alapana; md S and srrGS are 
yisesha sancharas. Compositions commence on the notes 
dha, saand ma. This raga evokes santa rasa or the feeling 
of peace and tranquility. 


Can be song at all times but still evening and night 
times are very appropriate for this raga. 


Note: The correct name of the raga is only Sama and not 
Syama (see the Chaturdasa Raga malika of Muthu- 
swamy Dikshitar). 


Sanchara :— 

Ss, sddp—dsrmmgGR-srrGs—srmdp 
P,P;md5S;S—dsrmmgGR-srrGS-S, 
dP—mpdSdP—mpdmgR-—srrG; S— 
sdP—dsrmmsgGR-—srrGS]| 


Compositions 
Kriti Santamuleka Adi Tyagaraja. 
as Ejulaina Chapa » 


ie Maravakave Rupaka Patnam Subbrah- 
manya Ayyar. 


re Sarananu Adi Pallavi Seshayyar. 

Be Karunzkara | Rapakam Vina Krishnama- 
chatiyar. 
Kirtana Manasa Adi Sadasiva Brahméndral. 


sancharare 
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10. Kambhoji a7aisiT 
Janya raga; derived from the 28th mela Harikambhoji.. _ 
Arohana :— srgmpds 


Avarohana :— snd pmégrs 


Besides Shadja and Panchama the notes taken are=> 
Chatussruti Rishabha, Antara Ganodhara, Suddha Madh- 
yama, Chatussruti Dhaivata, Kaisiki Nishada and Kakalé 
Nishada. 


This is a murchanakaraka janya raga. Its dha when 
taken as shadja, results in the raga Desya todi ($8 mpdm 
s—sndpmégrs—8. 


Shadava-sampurna raga.’ \Varja raga; ni is varja in 
the drohana. Ekanya-svara bhashanga raga; the foreign 
note kakali nishada, occurs in the phrases; s n pds and: 
snd p s. Datu svara prayogas like (1l)rpmgs, 
(2) rmégs and (3) dg rs are common. Phrases like 


(a)mes (6)p dM ()m¢gpds (d)serées are’ 
ranjaka prayogas, P,d m g is a visesha prayoga and 
a rakti prayoga. The notes ma, dha and ni (both- the 
varieties) are raga chhaya svaras; ga, ma pa and dha are 
myasa svaras; ga, pa and dha are the notes on which one 
can rest and develop aa alapana. Sarva svara gamaka 
varika rakti raga. Of the rakti ragas this is widely known 
and sung. Well distributed. Can be sung at ail times. 
One of the major ragas and affords scope for elaborate 
alaphana, Slokas, padyas and viruttams can be sung in 
this raga. All great composers and minor composers of 
mote have composed in this raga. Alltypes of musica? 
«compositions are respresented in this raga. Useful for 
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singing sahityas relating to varnana or description. An» 

auspicious raga. Useful for being sung at the commence- 

ment of concerts. Used in operas and dance dramas. . 

Compositions begin on the notes: sa, ga, ma, pa, and dha. 

A raga wherein compositions can begin with a visesha. 

sanchara—m ¢ S and sn P in this case. 

Tristhayi raga. The phrases; m¢S and sn P- 
appropriately enough adorn this raga as a consonantal pair. 
The phrase s n P is sometimes sung to the music of 
ss P. Though the foreign note is a jiva svara, it cannot 
occur as a prolonged note. 

Note—Both Trisrui dha (°/,) and Chatussruti’ dha (hae 
are used inthis raga. The former figures in the 
phrase D; n n D~and the latter in the phrase- 
snpDsr¢g. 

The raga is mentioned in the Sangita ratnakara, 
Sangita makaranda and Sangita samaya sara. The names 
Kambodi and Kamboji are also found in some works. 

The pan Takkesi (SéG4 wesr) is this raga. 

In Kathbakali music, this raga is known by the name- 
Kamodari. 

Sanchara: 


erg mpdS—drsndP—dmG-pas 8 *n P— 
ddsdS—mgpdS—pdsrG—G Comgiac: 5 


snD—pdsrgmgrSsndP—dsdrsNdP—dmG 
—pdSs*n*nPddsdS—mg pdS—sndPmgRs. 
—srgém PmsR S—snd P—-drsndPdm G~—. 
pas*spadds| — 


92 
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Some prominent compositions 


Bhuvanatraya 


Mandaradhara 
Taruni ninnu basi 
Inta chalamu 
Sarasija nabha 
Pankajakshi pai 


Kamalakshi 


Marimari ninne 
O Rangasayi 
Evari mata 

Ma Janaki 


Sri Raghuvara- 
prameya 
Sri Subrahmanyaya 


Kasi Visvesvara 
Devi ni pada 
Koniyadina 
Marimari ninne 


Nive nannu 
Nadamadi 


Kanamal vinile 
Tiruvadi saranam 


Dhruva Paidala Gurumarti 


Sastri 

Adi _ 

Adi Fiddle Ponnuswamy 

Ata Pallavi Gopalayyar. 

Ata Vadivelu. 

Adi Maha Vaidyanatha 
Ayyar 

Jhampa Kundrakkudy Krishs 
nayyar 

Adi Tyagaraja 


23 : 2? 
3 33 
7 a9 


” 9 


Rupaka Mutthswamy 
Dikshitar. 


Ata ” 
Adi Syama Sastri. 
” Vina Kuppayyar. 


Rupaka Karur Dakshina- 
murti Sastri. 
Kundrakkudy Krish- 

nayyar. 
Papanasa Mudallar. - 


Adi 


Khanda 
Chapu 
+ Muttu Tandvar. 

Adi Gopalakrishna 

Bharati oes 








369 


6th Ashtapadi: Nibruta Triputa Jayadeva 

Tarangam: Alokaye Adi Narayana Tirtha 

Padam: Yalane vanipai Triputa Kshetrajna 

Azhagar Ivan yaro Adi Kavi Kunjara 
kuravanji : Bharati 

Javali: Emi mayamu Rupaka Pattabhiramayya 


11. Khamas aay 


Janya raga; derived from the 28th melakarta 
Harikambhoji. 


Arohana :— smgmpdns 
Avarohana:— s ndpmégrs 


Besides Shadja and Paachama, this raga takes the 
Chatussruti Rishabha, Antara Gandhara, Suddha Madh- 
yama, Chatussruti Dhaivata, Kaisiki Nishada and Kakali. 
Nishada. 

Vakra shadava-sampurna raga-; arohana alone is vakra : 
eka-svara-vakra grohana. Varja raga; ri is eschewed in 
the drohana. Ekanya-svara bhashanga raga, the only 
foreign note being the kakali nishada which occurs in the 
phrase s n s Datu svara prayogas like s m é mr & sr, 
ps*nsdnpd,andmndnP lend colour to this raga; 
{a) s $ m (b) mgs and (c) p d m are visesha 
sancharas; p d 8 n d isa rare prayoga figuring in some 
compositions. The notes ma, dha and ni are ra.a chhaya 
svaras; ma and pa ate nyasa svaras; pa isan amsa svara 
i.e. a resting note. Fairly distributed. Can be sung at all 
times. Slokas, padyas and viruttams can be sung in 
this raga. One of the most pleasing desya ragas. Useful 
for portraying ringara and bhakti rasas. Compositions 

8. 11I—24 


370 


‘begin on the notes: sa ma and pa. The raga of the 
well-known tune, Pancha chamaram is Khamas. In the 
compositions in this raga, there isno sanchara below the 
mandra sthayi nishada. 


History :—Originally this was an upanga raga. The two | 
kritis of Tyagaraja in this raga do not use the kakali ni. 
His predecessors like Bhadrachalam Ramadas and his con- 
temporaries like Svati Tirunal and Chinni Krishna dasa have 

“not used the kakali mi. The kakali nishada svara appeared 
as an inter-loper with the composers of javalis and its use 
came to be gradually acquiesced in by scholars. Now it is 
a full-fledged bbashanga raga. An alapana of Khamas can 
very well be made without resorting to the kakali nishada 
‘prayoga. The names Kamas and Kamachi are found in 
‘some early works. 


Note—Kala dharma requites,that,.when a person performs 
an alapana of Khamas raga as a prelude to the 
kritis: Sizt@pate or Sujana jivana, he must per- 
form the alapana without resorting to the kakali 
nishada prayoga. He may use the kakali nishada 
prayoga when he sings alapanas to pieces like 
Brochevarevarura. 


Sanchara : 
mgmnD—dnSsnndnpdnSs‘*n S—dn 


sRrSsnD—dnSs*n—smgmrégsrs *n S—d n 


S—snnddppm—gmpS—pSsnnddp—pmpd 
<dpmg¢M-—mér¢gS&S]j 
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Some prominent compositions 


Svarajati: Sambasivayanave 
Kriti: Sujana jivana 
is Sitapate 
a Sarasasama 
A Igaparam tarum 
33 Paramadbhuta- 
maina 
re N& tarama ninnu 
= Eduruga vachchi 
te Brochevarevarura 
ae Parka parka 
a Teruvil varano 
es Shadanana 
Manasika \ 
Puja Paramatmuni 
kirtana 
Azhagar Sami Mayuragiri 
kuravanji : 
Sévali: Apudu manasu 


99 
99 


99 


Marulukonnadira 


Kommaro vgni 
Chanaro 
Matada baradeno 


Adi 


Chinnikrishna 
dasa. 


Ripaka Tyagaraja. 


Adi 


Ripaka 


a 33 
Adi 


39 
Svati Tirunal, 
Nilakanta Dasar. 


Mysore Sadasiva 
Rao. 


Pallavi Seshayyar. 

Vasudevachar 

Gopala_ Krishna 
Bharati. 

Muttu Tandavar. 

Panchapakesa 
Sastriyar. 


Rupaka Vina Kuppayyar 


Adi 
Rupaka 
Adi 


Rupaka 


Kavi Kunjara 
Bharati. 
Patnam Subrah- 
manya Ayyar. 
Ramnad Srinivasa 
Ayyangar. 


Chapu Naraharachar. 


12. Sankarabharana [HUA 


29th melakarta raga; to suit the katapayadi formula 
“Dhira’ was prefixed to the name of this mela; Sth raga. 
da the V (Bana) chakra ; Bana-ma ; ri gu ma dhi nu. 
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This is a murchchanaka raka raga. Its ri, ga, ma, pa and 
dha when taken as shadja respectively give rise to the ragas > 
Kharaharapriya, Todi, Kalyani, Harikambhoji and 
Nathabhairavi. 

One of the melakartas with a iarge number of janya. 
Tagas. 

Arohana :— srgmpdns 
Avarohana:— § ndpmégrs 


Besides Shadja and Panchama, the notes taken are :— 
Chatussruti Rishabha, Antara Gandhara, Suddha 
Madhyama, Chattussruti dhaivata and Kakali Nishada. 


A raga with a pair of perfectly symmetrical tetra- 
chords—the tetrachords being separated by the interval 
of a major tone. Sampurna saga. Some scholars give 
a shidava avarohana to this raga by deleting the nishada. 
Nishada varja prayogas like sD p are no doubt common: 
in this raga, but that alone is not sufficient reason for fixing 
the avarohana ass Dp mérs. The phrase s n d p occurs. 
in this raga extensively and hence the avarohana should be 
deemed samparna. 

Sarva svara gamaka varika rakti raga. All the svaras. 
in both the arohana and the avarohana are raga chhaya 
svaras; ri and dha occur as dirgha and kampita svaras.. 
One of the major ragas and affords scope for elaborate 
alapana. Janta svara paryogas likessrrsgmmpp 
and datu svara prayogas like rns dnpdmpgmrgS 
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‘are prominent in this raga. sn p isa visesha sanchara 
and accurs rarely. The phrase D, M, R tactfully intros 
‘duced in the last ettugada svara of the Sankarabharana 
varna, Chalamela suggests a knowledge of western music on 
‘the part of the composer, Svati Tirunal. Well distributed. 
The opinion of the pirvacharyas (old scholars) is that, this 
ds an evening raga; but it can be sung at all times. Slokas, 
padyas and viruttams can be sung in this raga. This raga 
corresponds to the pan, pazham panjuram (ue upd 
u@#rb) of ancient Tamil music. Tristhayi raga. A 
aga capable of evoking multiple rasas. Figures in operas 
and dance dramas. 


All great composers and minor composers of note have 
composed in this raga.) All types of compositions are 
represented in this raga. “The phrases snd p in the lower 
octave in slow tempo is generally avoided, as it will suggest 
ithe raga Navaroj. The same phrase can however occur in 
madhyama kala. Compositions in this raga begin on the 
motes: sd, ga, ma and pa. 


Sankarabharana Narasayya, one of the musical gems 
that adorned the Tanjore Samsthanam in the 18th century 
‘was an adept in this raga. 


This raga corresponds tothe Bilzval of Hindusthani 
music, Excepting for the slight sharpening of the sixth 
(dhaivata), this raga is the same as the major diatonic scale 
of western music. One of the old ragas. This is the 
nishada murchchana (Ranjani) of the ancient scale, shadja 
@tama. This raga is mentioned in the Sangita ratnakara, 
Sangita makaranda and Sangita samaya sara. 
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Sanchara:= 


ww . . . a e 
SPpmsgmr—s m p DnS—snsdnpDnS— 
‘SsnsrrsN-srgmG;G;mgRSn-srgmP 
foe Cai Te oe eet 05s ie . . ww . Es 
mégRSn-sgRrSn-snsdnPDnS-—-sgmp 
w fe aed 
DnsrSndP-sDPmgR¢m P-—sr § mP— 
Ae 
pdnsrgmP-mgRsnsDn S|] 


Some prominent compositions. 


Gita: Are Dasaratha Simhanandana 
Varna:  Samininne Adi Vina Kuppayyar.. 
Si Chalamela Ata Svati Tirunal. 
Kriti: Enduku peddala Adi Tyagaraja. 
55 Mariyad gadura Ws ” 
se Eduta nilachite : % 
is I varaku juchinadi ,, 8 
ae Svara raga sudha ” ¥ 
He Emi neramu * ”» 
ne Sundaresvaruni “3 23 
» | Bakti biksha Rupaka 2 
ae Manasu svadina Chapu $5 
os Buddhi radu = ~p 
mA Enduki chalamu ys + 
a Akshaya linga si Muthuswami 
Dikshitar. 


Navaratna { Sarojadhala netri Adi Syama Sastri. 
malika \ Devi mina netri 


33 33 


Kriti: Bagumiraganu Rupaka Vina Kuppayyas.. 
a Mahima teliya phe Anayya. 
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Kriti: Sri Hari pada Ata Tallapakam 
Chinnayya. 
re Nrityati nrityati Adi Svati Tirunal. 
Pada: Dari juchu Chapu Muvvalur Sabha- 
pati Ayyar. 
Challa nayenu Triputa Kshetrajna. 
“4 Evvade bhama Misra laghu : 
of Nella nallanilavu Adi Ghanam 
Krishnayyar.. 


12th Ashta- \ Pasyati disi Triputa Jayadeva. 
padi disi 

Tarangam: SriVasudeva Chapu Narayana Tirtha.. 

Daru: Singarampu Pallaki~ Chapu Shahbji Maharajah. 


(Pallaki seva prabandham) 
13, Arabhi ATCHT 


Janya raga; derived from the 29th melakaria, Dbira. 
Sankarabharana. 


Arohana:— srmpds 
Avarohana :— snd pmgrs 


This is a murchchanakaraka janya raga. Its ri, ma and’ 
pa taken as Shadja, result respectively in the ragas: Abheri, 
Mohana kalyani and Kedaragaula. 


Besides Shadja and Panchama, this raga takes the: 
Chatusruti Rishabha, Antara Gandhara, Suddha Madhyama,. 
Chatussruti Dhaivata and Kakali Nishada. 


Audava-sampurna raga; varja raga; ga and ni are 
eschewed in the arohana; upanga raga; ghana raga ;. 
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One of the celebrated ghana panchaka ragas and is the 
third inthe group. A raga which shines more by madh- 
yamakala sancharas. Gamaka varika raga; the notes, rt, 
ma and dha are jiva svaras; ri and pa are nyasa svaras ; 
viand dha are kampita svaras. Janta svara combinations 
like pp dds S r cand nishada varja combinations 
like ss dd Ppmpmeérr are very characteristic of 
this raga, M , ¢ rs R isa ranjaka prayoga. The notes 
ni and ga are used sparingly in this raga; they will not 
Occur as dirgha svaras; they are weak notes and are not 
stressed. Gandhara is a durbala svara. In the phrases, 


82D and M >&rsR, the ni and ga are just touched; 
these two notes are not nyasas. There are some composi- 
tions wherein the nishada is.totally eschewed. Can be 
sung at all times. The pan pazham takka ragam (ups 
$&& srasit) corresponds to Arabhi. Fairly distributed. 
Compositions begin onthe motes ri, pa and dha. An 
auspicious raga. Benedictory verses are sung in this raga. 
Tristhayi raga ; ma is not a nyasa svara in raga. 


Note: Arabhiand Sama are instances of ragas with 
identical svara sthanas but yet differ from each other on 
account of subtle srutis and characteristic manipulation of 
phrases. 


Sanchara :— 
rm p D d—mp dS ssn D-ddsesrs RR— 
MsR—srsnD—ddRr—ddSs—ppDd—mpds 


ddppmpmégrr—srsnD—ddrrsdS§S| 
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Some prominent compositions 


‘Gita: Rere Sri Rama Triputa — 
Varna:  Sarasijamukhi Adi Pallavi Duraisami 
Ayyar. 
Pancha- Sadhinchene a Tyagaraja. 
ratna: 
_Kriti: | Ambaninnu Adi Tyagaraja. 
ae Sundari ninnu Chapu es 
is Namoralanu Adi oe 
5 Chalakalla ” ” 
29 Chitamu Rupaka uA 
ee Nadasudharasam =f a 
ee Sri Sarasvati i Muttuswamy 
Dikshitar. 
Pghi parvata Adi Svati Tirunal. 


14. Kedaram Pa 


Janya raga; derived from the 29th melakarta, Dhira 
“Sankarabharana. 


_ Arohana:— smgmpn s 
Avarohana:— sn pmgrs 


Besides Shagja and Panchama, the notes taken are 
‘the Chatussruti Rishabha, Antara Gandhara. Suddha 
Madhyama and Kakali Nishada. 


Vakra audava-shadava raga ; arohana alone is vakra; 
~eka-svara vakra arohana. Dhaivata varja raga; ri and dha 
are varja in the arohana; dha is varja in the avarohana- 
Upanga raga. Ghana raga and belongs to the dvitiya 


378 


ghana panchaka group. Gamaka varika raga; ma and ni’ 
are the raga-chhaya svaras; (a)sgmP (b)p Ssn Ps: 
(c) srrGs and (d) Pnm gare visesha sancharas and 
they give beauty to the raga. The use of dhaivata in this 
taga is not in conformity with the strict lakshana; ma 
.Can occur neither asalong note nor asa nyasa svara ; ri 
and ga are not nyasas. “Can be sung at all times; but 
morning is very appropriate. Useful for singing invocatory 
songs, verses, nandi slokas, padyas and viruttams at the 
commencement of an entertainment, drama, opera or 
feligious discourse. An atmosphere of vigour and liveli-- 
ness is created by this raga. Compositions in this raga. 
begin on the notes; sa, ga, pa and ni; pais a resting note. 
In the phrase srrg¢s there-is.a-glide from gandhara to: 
shadja. Tristhayi raga. This.raga can evoke vira rasa. 


A raga with a limited scope for alapana. This raga. 
shines more by madhyamakala.prayogas. This raga can. 
be sung with good effect inthe ragamalika section of a 


pallavi. 


Kedaram is eminentiy suited for being sung at the 
commencement of conseerts. On account of the presence 
of tivra svara, the requisite musical atmosphere is soon 
created. 


Sanchara :— 

PnnSn—s mgmP,m—gmpn S 5 n—SmG,. 
oh oi er eC San P, m6 m pas ee ee 
nP,m—msgs¢grrS—srrGS,—snP—pasms m 


psnP,m—msérrS—srrG$S| 
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Some prominent compositions 
Padajati Ento vaibhavamu Adi Kundrakkudy 


varna: Krishnayyar... 
Kriti: Rama nipai 3 Tyagaraja 
Kriti: Maraché vadana Tyagaraja 
© Ananda natana =“ Misra’ Muthuswamy 
Eka Dikshitar. 
.. Bhajana sayave Rupaka Anayya. 
e Samayamide : Patnam Subrah- 
manya Ayyar. 
a Nive na jivamani ps Pallavi Seshayyar:. 
2 Durusuga kripa a Karar Dakshinae- 
marti Sastri. 
> Paluke bangara~ Chapu Bhadrachala 
Ramadas. 
. Anjadiru nenjame ., Gopalakrishna 
: Bharati. 
Nandanar __ Ellorum varungal es 
Charitram 


15. Suddha Saveri qgarad 


Janya raga; derived from the 29th melakarta, Dhira> 
Sankarabharana. 

This isa murchchanakaraka janya raga. Its ri, ma,. 
pa and dha taken as shadja respectively result in the ragas, 
Udayaravichandrika, Mohana, Madhyamavati and Hindola.. 
Thus it is a sarva svara marchchanakaraka janya raga. 


Arohana:— srmpds 
Avarohana:— sd pmrs 


Besides Shadja and Panchama, the notes taken by this: 
taga are: Chatussruti Rishabha, Suddha Madhyama, and: 
Chatussruti Dhaivata. 
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Audava raga; varja raga; the notes gaand ni are 
~varja. Symmetrical raga. The symmetrical positions 
of the notes in the purvanga and uttaranga may be 
moted. Upanga raga. Janta svara combinations like, 
rTrrmmppdd,mmppddss,ddssrrmm 
and datu svara prayogas like d rsd pimdpmRs 
-add beauty to the raga; ri and dha are jiva svaras and 
nyasa svaras. Paisian amsa svara. Sarva svara gamaka 
varika rakti raga. Fairly distributed. The second jama 
(9-12) is appropriate for singing this raga. Pieces in this 
aga eommence on the notes; sari and dha. One of the 
minor ragas and does not lend itself fer an elaborate 
alapana. The Durga of Hindusthani music is this raga. 
Tristhayi 1gga. 


The Devakriya of the Dikshitar sampradayam {s the 
“Same as the Suddha saveri raga. 


This raga is found in Chinese music and in the music 
-of Vietnam and Indonesia. : 


Being the panchama miurchchana of Mohana, this 
ypentatonic scale occurs inthe music of South-east Asia. 
-and neighbouring islands. 


Sanchara :— 
want Card Aras o5 ete mete 
srmpDdp—-MpdSs—ddssrr— 
Pees ee ae | ee a ard : 
@rmRs—DpdrsDp—M,pdsDp—mdpmR,s 
—rmpD-rrsDp-mpdsddpp-mdpmrmR,;s 
—rmpmRrsDp—ddrrsdS§S| 
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Some prominent compositions. 


Gita: Analekara Triputa _ 
Kriti: Kalaharana Rupaka Tyagaraja.. 
ms Darini telusu Adi = 
a Lakshanamulu ae es 
= Sri Guruguha Rupaka Muttuswamy 
Dikshitar. 
», . Sri Vatukanatha Misra . 
y Eka 
e Sri Raghukulabdi Triputa _ Pallavi Seshayyar.. 
ry Samaja varada Rupaka Ramnad Srinivasa. 
S Ayyangar. 
» _ _Ennattukkudavi Adi Anayya. 


16. Bangala 37 


Janya raga; derived fromthe 29th melakarta, Dhira. 
Sankarabharana. 


Arohana : srgmpmrps 
Avarohana: sn pmrégrs 


Bisides shadja and panchama, the notes taken are: 
chatussruti rishabha, antara gandhara, suddha madhyama 
kakali nishada. 


Ubhaya vakra audava-shadava raga. Eka svara vakra 
arohana and eka svara vakra avarohana; dha and ni are - 
varja in the arohana. dha is varja in the avarohana. This 
is a dhaivata varja raga. Upanga raga; pa and ri are jiva 
svaras and nyasa svaras ; can be sung at all times ; Ganarasa 
pradhana raga. This is an example of a kampa vibina 
Taga ; compositions begin on the notes ri and pa; p m ¢ - 

-m R occurs as a visesha sanchara. Tristhayi raga. 
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The Ati devata for Bangala is Vigneswara and appro- 
epriately enough, Tyagaraja has composed his kirtana in 
praise,of Vighneswara in this raga. 


Raga rapa sanchari :—Adi tala, 
R;gmP pmgmR;|srsnP; |PrsR; 


R;gmP pmgmR;/srgmP,m|RPS; 
S:snP PrsR; IsrGrgM|R;§; 
srsnP,mRPS§; |PSsnpm|pmgmRSj 


Some prominent compositions. 


.Kriti: Girirajasuta ~ Adi Tyagaraja. 
x Munupe teliyake a5 es 
o Sakshiledanuchu 5% 5 
Ss Rara Rama oF Garbhapurivaru. 


17, Bilahari fasgat 


Janya raga; derived from the 29th melakarta, Dhira 
“Sankarabharana. Bilzhari and Balahari are the older 
mames of this raga. 


Arohana :— srgpds 


Avarohana :— sndpmégrs 


Besides Shadja and Panchama, this raga takes the 
-Chatussruti Rishabha, Antara Gandhara, Suddha Madh- 
yama, Chatussruti Dhaivata, Kakali Nishada and Kaisiki 
‘Nishada. 

Audava-samparna raga; varja raga: ma and ni_ are 
‘varja in the arohana. Ekanya-svara bhashanga raga ; the: 
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‘foreign note kaisiki nishada, comes in the phrases; 
{1)pdndP (2)pdnP and (3) pdnP; ri, dha, 
and ni are the raga chhaya svaras; pa and ri are nyasa 
Svaras; ma and ga are not nyasaS; ma and ni are not 
kampita svaras, Janta svara combinations like s srr 


‘§ & p p and datu svara combinations like (a)d¢grs 
ndP (b)p rsnd p and (c) r ¢ d p are common; 
sn P is a visesha sanchara. Gamaka varika rakti raga. 
This raga inspires joy, courage, enthusiasm and heroism 
and easily cures people suffering from melancholy and 
depression. Vira rasa can be depicted by this raga. Used 
in operas and dance dramas. Morning raga. Well distri- 
buted. Compositions in this raga commence on the notes: 
Sa, gaand pa, Tristhayi raga. 


A closely allied raga~is* Desakshi. The individuality 
of Desakshi is established by its characteristic phrase 
$666 6r sr ¢rSiin the tara sthayi. Besides, this 
raga uses the kaisiki nishada in the phrase snd p. 
The tessitura of Desakshi raga ranges between the utta- 
ganga of the madhya sthayi and the purvanga ofthe tara 
sthayi. 

The arohana and avarohana of Bilahari sung in 
viloma-krama (inverse order) results in Garudadhvani 


srgmpdns—sdpgr s—Janya of the 29th mela. 
Sanchara:— 
srgPmsr—gpdSsnndS—pdsrg Pmér 

S—sndP—dgrsndP—drSsndP—pdpd 

*ndPmsR—resddPmsRS-snondSj] 
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Some prominent compositions. 


Jatisvaram S, r G P Adi — 
Varna:  Intachauka < Vina Kuppayyar.. 
Kriti: Na Jivadhara sé Tyagaraja, 
me Doruguna itu 33 ° 
a Kanugontini a si 
a Korivachchiti 5 ak 
me Intakannananda  Riupaka Es 
es Tolijanmamuna  Jhampa a 
of Narasimha Chapu a 
se Nive gani ” » 
ae Sri Balasubrah- se Muttuswamy 
manya Dikshitar. 
5 Kamakshi Adi 29 
eS Niruchimarigina. ~-,, Cheyyur Chengalva- 
raya Sastri.. 
ae Paridanamichchite. Jaampa Patnam Subrah- 
manya Ayyar.. 
o Ento brahma- Rapaka Chinni Krishna 
nandamu Dasa. 
Me Inta paramukha = Ki Vina Kuppayyar. 
po Sarasa dala Rapaka Tiruvottiyur 
Tyagayyar. 
Rama } Ezhundale Chapu Arunachala 
Naiakam Kavirayar. — 
Do. ss Manninil Chapu Arunachala 
daru: Kavirayar. 
Kriti: | Malmaruganai’ Xai Ramaswamy Sivan- 
of Sri Chamundeswari ,, Vasudevachar. 
Tarangam: Piuraya mama on Narayana Tirtha, - 


Javali:  Paripovalera Rupaka Pattabhiramayya. 
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18, Devagandhari 2q71-aqT<T 


Janya raga; derived from the 29th melakarta, Dhirai 
sankarabharana. 


Arohana:— srmpd s 


Avarohana:— sndpmgrs 


Some scholars mention srmpdn 8 as the arohana of 


this ragas. But the phrase p dn 8 occurs only rarely. 
Even here, the phrase is split up and occurs as m p D ;— 
nsR; and not directly as mpdns R. 


Besides Shadja and Panchama, this raga takes the 
notes: Chatussruti Rishabha,. Antara Gandara, Suddha 
Madhyama, Chatussruti Dhaivata, Kakali Nishada and 
Kaisiki Nishada. 


Audava-sampurna raga; varja raga; ga-and ni are 
absent in the arohana. Ekanya svara bhashanga raga; 
the foreign note, kaisiki nishada occurs in the phrases; 
pdndmpdp and Pdn dp. These phrases are 
sounded in the madhyama kala. This is a raga whose 
individuality is clearly revealed through chauka kala 
prayogas or phrases in slow tempo. Thenotes, dha, ga 
and ri in the avarohana krama are raga chhaya svaras. 
Gamaka varika rakti raga. The phrase srg M; gR 
with the first gandhara being touched lightly is a fine rakti 
prayoga; sr g S occurs asa visesha sanchara. Useful for 
portraying themes relating to grandeur and deeds of 
valour. This raga can infuse courage and enthusiasm. A 
vira rasa 1aga. Ri and dha are kampita svaras. Vali gamaka 

S. II—25 
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ds used in this raga. The Pythagorean major third and 
Pythagorean major seventh i.e., the tivra antara gandhara 
or chyuta madhyama gandhara 81/64 and the Tivra kakali 
mishada or the chyuta shadja nishada 243/128 occur 
characteristically in the phrases M ,gR and S ,nD 
sounded in slow tempo ; pais a resting note; ga and ni are 
mot nyasa svaras; ri, pa and dha are nyasa svaras. A 
plain rendering of the notes of this raga may suggest the 
Taga Arabhi, An ancient raga and a sarva kalika raga. 
This raga is mentioned in Narada’s Sangita makaranda 
Chirnikas and benedictory verses are sung in this raga. 
Janta svara prayogas are avoided here, lest this should 
suggest the raga Arabhi. Both the Tisruti dha 5/3 and 
the full-fledged chatussruti dha 27/16 are used in this raga. 
‘Compositions commence on.the_notes, sa, ri, pa and dha. 


Tristhayi raga. Significantly enough, there are no tana 
varnas in this raga. 


The great composer Tyagaraja during his stay in 
Madras in the thirties of the jast century sang this raga 


for eight consecutive days and followed each session with 
a rendering of one of his kritis in this Taga. 


Sanchara :— 
ww w pee nd ww 

SsnD—sRM;¢eR—srGsrSsaD— 
aw ww be acd 7 2 e@ 
sRM,gR—srmpDdp—mpdSSsnD—dd 
POS OS ve ve Ria, Se ee EA ee WAR 
ssrsR,—M,gR—srGsrSsnD—ddrr 
SsnD—d*ndp—pd*ndmpadpM, gik— 
srGsrSsnuD—ddrrSj| 
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Some prominent compositions. 


Kriti: — Kshira sagara Adi Tyagaraja 
a Koluvaiyunnage 7 ” 
es Vinarada na manavi ae ” 
a Karunzsamudra 99 2 
35 Sitavara sangita a % 
oe Maravakara pe % 
2. Namoralagimpa Rupaka ” 
Daru: Evarumanaku Adi ” 
(Nowka charitram) 
‘Kritt: Kshitijz ramanam # Muthuswami 
Dikshitar. 
35 Svamiki sari i Manambu chavadi 
Venkata subbayyar 
Kirtana: Enneramum undan i Gopalakrishna 
Bharati 
- Ekkalamum undan Be Vedanayakam 
Pillai 


19. Hindusthan Bebag fegeary 4zT7 


Janya raga; derived from the 29th melakarta, Dhira 
‘Sankarabharana. 


Arohana :— sgmpndns 
Avarohana :— sndpmGrs 


Besides Shadja and Panchama, the notes taken are: 
Chatussruti Rishabha, Antara Gandhara, Suddha Madhs 
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yama, Prati Madhyama, Panchama, Chatussruti Dhaivata,. 
Kakali Nishada and Kaisiki Nishada. 


Vakra Shadava—Sampirna raga: Varja raga; ri is. 
varja in the arohana. Dvi-anya svara bhashanga raga, 
the two foreign notes occuring are the Prati Madhyama: 
and the Kaisiki Nishada. The Prati Madhyama occurs in 
the phrases (1) pm Pand (2)gmP. In the phrase 
P m m G the first ma is Prati Madhyama and the second: 
ma is Suddha Madhyama. Likewise in the phrase Snnd P 
the first ni is kakaliand the second kaisiki. The Kaisiki 
Nishada occurs in the phrases: (1) p dad P (2) pndP 
G)dnopdmp. Some of the ranjaka prayogas are 
(1) psnsd*npd*mP (2)gmpd*ndPmG and 
G)rgmeggrsnS. The \phrase s mgm can COM, 
validly in this raga. Antara Gandhara and Kakali Nishada 
are the raga chhaya svards; ga isa nyasa svara; ri, ma 
and dha are not nyasa svaras... Pais a resting note. In the 
phrase snd p the nishada may be Kakali or Kaisiki: 
according to the sancharas preceding it. One of the most 
pleasing désya ragas. Can be sung at all times. This raga: 
can figure aptly in the ragamalika section of a Pallavi 
exposition. Useful for depicting sringara and adbhuta 
rasas. There is an atmosphere of rapture and liveliness: 
about this raga. Compositions in this faga commence on 
the notes, sa, ga, pa and ni. Tristhayi raga. Namavalis 
are sung in this raga. The stanzas of Tulasi Das Ramayana 
are set in this raga and sung. Behag is largely used in — 
Katha Kalakshepam. The Mahratti form, Saki is sung in. — 
this raga. 


This North Indian raga came to the notice of coms — 
Posers in South India about the second quarter of the 
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49th century. Swati Tirunal and Gopalakrishna Bharati 
were the first to use this raga in their compositions. 
Bharatiyar has used this raga in his Vigudi Kirtanas and 
in the Tamil opera, Nandanar charitram. 


Sanchara :— 

nsgmPgmG—P* mm G—p m grsn—s g 
P,m—gmpNndS S-nsG-rgmggrrS—ms 
rsnodp*M—pdpsnsnr—sinsd*npd*mppm 
G—nsg*mPgmG—g m p d ‘nd P g m G—P, *mm 
G—rgmggrsnS—nsg%mP—gmpNndS§| 


Some prominent compositions. 


Kriti: Smarajanaka . Misra Swati Tirunal. 
Chapu 
Sy Sundaranga Tisra Pallavi Sesh- 
jati ayyar. 
Eka 
ee Sri Mahaganapati Ruipaka Garbhapurivasa 
Kirtana: AdumChidambara- Adi Gopalakrishna 
mo Bharati. 
% Vandarulvai Adi Pattabhi Ram- 
: (Tisragati) ayya. 
Nandanar Idudano tillai Adi Gopalakrishna 
Charitram : Bharati. 


Javali:  Samaydmide rara Rupaka Patnam Subrah- 
manya Ayyar. 


3 Vagaladi = Tirupati 
Vidyala 
Narayanasami. 
39 Niruparnana 2 Ramned Srinivasa 


Ayyangar 
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20. Varali 


39th melakarta raga. To accord with the katapayadi 
formula, ‘Jhala’ was prefixed to the name of this mela. 
This is the third mela in the VII chakra—Rishi-go. In 
the other nomenclature for the melas, the 39th mela is 
called Dhali varali which again gives the number 39, by 
the application of the katapayadi formula. One of the 
vivadi melas; ra ga mi dha nu. 


This is an amurchchanakaraka mela. No regular 
mela can be obtained from this mela by the application of 
the process of modal shift of tonic. 


srgmpdns 

Arohana:— | 2 
Ssgrgmpdns 

Avarohana: sndpmgrs 


The phrase sg r g tm Js used frequently since the 
sounding of s r g m will result in vivaditva. Thus. 
although theoretically the arohana is krama sampurna 
in practice it is only vakra sampirna; s g r gm p d Bs, 


Besides Shadja and Panchama this raga takes the 
note :—Suddharishabha, Suddha gandhara, Prati madhyama,. 
Suddha dhaivata and Kakali nishada. 


A wellknown prati madhyama raga; samptrna raga ; 
sarva svara gamaka varika raga. Ghana raga and the 
last raga in the group of the ghana panchaka ragas.. 
A scholarly raga. A major raga affording scope for 
elaborate alapana; ga and ma are the raga chhaya_ svaras ; 
pa isa resting note; gaand maare kampita svaras and 
nyasa svaras. The vivaditva in the raga is got over by 
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the graced utterance of the gandhara. The ga is sounded 
in the region of the chatussruti rishabha. Compositions 
commence on the notes: ga, ma and pa. Karuna rasa raga. 
The frequency of main this raga is higher than the usual 
prat! madhyama. It is characteristically referred to as. 
the Varali madhyama A raga which can appropriately 
figure in the ragamalika part of a pallavi exposition. Used 


in operas. The raga was known by the name Varati 
qufe in early times. 


There is an odium attached to this raga. Itis said 
that if one teaches a piece in this raga to his disciples, 
strained relations will ensue between the teacher and the 
taught in course of time. Forthis reason, Varali raga and 
pieces init are never taught directly to pupils As the 
master plays or sings the compositions in this raga, the 
pupils casually hear them and-earn them. This uafortunate 
odium attached to this raga has resulted in the loss of 
many tunes in Varali raga. For the music of the few 
compositions that have come down us, we are indebted to 
the intelligent disciples who casually heard them as their 
Masters sang and memorised them and in their turn in- 
directly passed them on to their disciples. 


Sanchara : 
Pe ey mn Ny 
ggmmP,m—pdpM—Pmpdm—ggmm 
ey 2 os ae ee Ww 
P,m—ggrS-nsgrggmmP,m—-p dp M— 


PdnnS,s—G,rS—nsgr-gmpmggrrS— 
Be . pas ie Np 
g2zrS-SnsrsndP,m—P mpdpM—-g gm m 


P,m—ggrrS | 
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Some prominent compositions 


Tana varna: Tamarasakshi Adi Tiruvottiyur 
Tyagayyar. 
3 _ Vanajakshi Ata Ramnad 
(Chaturasra) Srinivasa 
Ayyangar. 
Pancha- Kanakana ruchira Adi Tyagarajae 
ratnam: 
Kriti: Noremi ae mes 
se Marakatamani 3 + 
Daru: Indukémisetu Chapu » 
(Nowka charitram) 
Eti janmamidi Chapu Ss 
(Prahlada bhakti vijayam) 
Kriti: Mamava Minakshi Misra eka Muthuswami 
Dikshitar. 
. Karuna jadavamma Adi Syama Sastri. 
oA Ninu vina Adi Tiruvottiyur 
Tyagayyar. 


Note.—The kriti Ne pogadakunté isin the raga Jhanavali 
of the 39th mela with the following arohana and — 
avarohana :-— 


sgrgmpdndi—sndpmegrs. 


21. Mandari datf< 


~ Janya raga: derived from the Slist melakarta, Kama- 
vardhani. 


Note:—Some scholars are of opinion that this is a 
janya of the 50th mela Namanarayani and takes only 
kaisiki nishada. Butin the standard compositions in this 
taga, only the Kakali nishada is used and hence this raga 
should be deemed as aderivative of only the 5lst mela. 
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3 
Arohana :-— srgmpns 


. 
Avarohana :— snpmgrs 


tis; Besides shadja and panchama, the notes taken are1 


gu 


= Suddha rishabha, antara gandhara, prati madhyama 
zand kakali nishada. 
pi, Shadava raga; varja raga; dhaivata is varja. 


Symmetrical raga; upanga raga; suddha ri and kakal 
mi are {ragachhaya svaras. Though a sarva-kalika raga, 
evening and night time are best suited for singing this raga. 
Ganarasa-pradhana raga; ga and ni are nyasa_ svaras. 
‘Rishabha is a kampita svara. Compositions commence on 
‘the notes, sa, ma and pa. Tristhayi raga. 


Sanchara :— 
_) pmgrS o—srgmP,m—p N P—pnsr S— 
pnSsR—srG—srgmpmgrS—SsnP m— 
Bit 654.0 uo ew hibe—cers 8 
ee 


Some prominent compositions. 


‘Kriti: Paralokabhaya Adi Tyagaraja 
»  Ninujeppa Adi Patnam Subrah- 
karanamemi manya Iyer. 


gs Endukitu chapalamu Chapu (viloma) ” 


Jivinerugavalayu Rupaka Kundrakkudi 
Krishnayyar, 


° 
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22. Porvakalyani Ga4catott 
Janya raga; derived from the 53rd melakarta. Gama- 
nasrama. 


Arohana : srgmpdps 


Avarohana: snd pmgrs 


Besides Shadja and Panchama, the notes taken by this: 
Yaga are: Suddha Rishabha, Antara Gandhara, Prati 
Madhyama, Chatussruti Dhaivata and Kakali Nishada. 


Vakra Shadava-Sampurna raga; arohana alone is. 
vakra. eka-svara vakra arohana. Varja raga; ni \s varja in 
the arohana. Upanga raga ; gamaka varika raga ; ri, ma, dha 
and ni are the raga chhaya»svaras; ga and pa are nyasa 
svaras: mi is not a nyasa-svara; pa is a resting note. 


s d p m gr and s ds are rahjaka prayogas. The phrase 


pd S$ occurs rarely. Inthe phrase gmdmgrs, the 
dha is slightly flattened. Ideas of loneliness and detach- 
ment from the world and themes of an entreating nature 
can be powerfully depicted by this raga’ Used in operas- 
and dance dramas. Desiya raga. A characteristically 
evening (sandhya) raga. It is a delicate raga and needs 
careful handling. Tristhayi raga. Compositions in this 
Taga commence on the notes sa and pa. 


The raga Gamakakriya which figures as the 53rd mela. 
in the asampiitna mela paddhati is the same as this raga. 

Purikalyani is another name for this raga. 

Sanchara:— 

srgmPm—gmggrrS-snsrgs G—m gr— 


gmdmgrS—gmP,m—d psuorS—snsrgr G— 
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PmgmggrrS—SsnR S-Ssndpm-pSsn. 
dpmgmpdndpmgr—gmpdpm gr—dmgr- 
-gmpdPpmgr—-pmggrrS—Ssnd p-saorS. 


srgrG—pmgr—gmpmggrrS| 


Some prominent compositions 


Tana Ninnu kori Ata Sonti Venkata- 
varna: subbayya. . 
Kriti: Paripurna Rupaka Tyagaraja. 
5 Paraloka sadaname Adi ie 
Sj Minakshi memudam ,, Muthuswamy 
Dikshitar.. 
ss Ekamranatham ?, Py 
Kriti: Ninnuvinaga. mari — Syama Sastri. 
a 
a Parama pavana., \.\...Adi Ramnad Srini- 


vasa Ayyangar. 


‘s Maruva niku e Pallavi Seshayyar. - 
= O Rama ni nama fs Bhadrachala 
Ramadas. 
Nandanar  Satre vilagi Rupaka Gopalakrishna 
Charitram: Bharati. 
Javali: Nimatalemayenura Misra _ Pattabhi- 
ka ramayya. 


23. Sarasvati awadt 


Janya raga; derived from the 64th Melakarta,_ 
Vachaspati. 


Arohana :— srmpds 


Avarohana :— sndpmrs 
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Besides Shadja and Panchama, this raga takes the 
“Chatussruti Rishabha, Prati Madhyama, Chatussruti 
‘Dhaivata and Kaisiki Nishada. 

Audava-Shadava raga. Varja raga; ga and ni are 
absent in the drohana ; ga is deleted in the avarohana. 

Upanga raga. Gandhara varjaraga. Gamaka varika 
“fakti raga; riand ma are raga chhaya svaras and nyasa 
~svaras. Paisa resting note. Night time is its gana kala. 
Pratyahata gamaka lends colour to this raga. A raga witha 
limited scope for alapana. This raga has a distinctive 
colour of its own. Compositions beginon the note pa. 
Tristhayi raga. 

Sanchara :— 

P,pm—pdndpimpdSsnnddpp 


-m—p r s ndp m—p ds R R—-PmR-srpmR 
S-srsndp m—pdS3's n nddppm—pm 
R3-srm P—pmRS—n dS; | 


Some prominent compositions. 
-Kriti: Anuragamu Rupaka Tyagaraja 
ey Vagisvari Adi Muthayya Bhagavathar. 


24. Kalyani yearfy 


65th melakarth raga; (to conform to the katapayadi 
“formula, the phrase ‘Mecha’ was prefixed to the name of 
this raga); 5th raga inthe XI (Rudra) chakra; Rudra-ma. 
The most popular and well-known prati-madhyama raga. 
-A melakarta claiming a large number of janya ragas. 
“In the obsolete nomenclature for the 72 melas, the 65th 
emela is named Santakalyani. ri gu mi dhi nu. 
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This is a murchchanakaraka mela, Its ri, ga, pa, dha: 
and ni taken as shadja, respectively resuit in the ragas,. 
’ Harikambhoji, Nathabalravi, Sankarabharana, Kharahara-- 
priya and Todi. 


Arohana :— srgmpdns 
Avarohana:— snd pmgrs 


Besides Shadja and Panchama, this raga takes the- 
Chatussruti rishabha, Antara gandhara, Prati madhyama, 
Chatussruti dhaivata and Kakali nishada. 


Sampirna raga. Sarva svara gamaka varika rakt,. 
raga. In both the arohana and avarohana, all the syaras- 
are raga chhaya svaras. “Ri, ga, dha and ni are nyasa 
svaras: ga and pa are resting notes. Janta svara prayogas: 
likerrggmmdd,ggmmddnn.mmddnarr 
and datu svara prayogas like n 2 rodnrnd m,gne@ 
mgr are prominent. Madhyama varja phrases like 
ggddnonr r lend beauty to the raga. The phrase 
Dorgmdn r ndmgrn where both shadja and 
panchama notes are deleted, adds beauty to the raga, 
Gamakas of the Kampita, Sphuritam and Tripuchcham,. 
variety lend colour to this raga. A majestic raga. One of 
the major ragas and affords scope for eleborate alapana. 


Well distributed. Can be sung at all times; but the effect 
is decidedly better when sung in the evening. 


On account of the presence of tivra svaras in this- 
raga, it is very useful for being sung at the commencement 
of concerts. The requisite musical atmosphere is soon, 
created. 
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All great composers and minor composers of note 
“have composed in this raga. All types of compositions are 
~gepresented in this raga. Usefui for singing slokas, padyas 

and viruttams. Figures in operas and dance dramas. 
* Compositions in this raga begin on the notes, sa, ri, ga, pa 

and mi. The scale of Kalyani (Yaman that of Hindusthani 

music) is met with in Hungarian music. This is the earliest 

prati madhyama raga known to musical history and is the 
- ga marchhana of sa grama. 

Subtle srutis like tivra antara gandhara 81/64 and tivra 
i kakali nishada 243/128 figure in some places. 


Sanchara : 
gmpdnS—snd Pmgr—gmpdnDP m—pd 


-nS—sn D-dndgrsnD-dnsrsndP m g r— 
gmgnDPm-ddpmGr-norgmPmggrr 
-sndrS§ | 


Some prominent compositions. 
Gita: Kamalajadala _ Triputa oa 
Varna: Vanajakshiro Adi = 
99 Vanajaksha Ata _— Pallavi Gopalayyar 
Kriti: Nidhi chala 


Chapu Tyagaraja 
“5 Etavunara Adi Fs 
a Sive pahimam Adi = 
35 Nammi vachchina Ripaka 5s 
(Kovur Pancharatnam) 
ei Bhajana s@yave S zs 
if Evara madugudura ,, aS 
% Sundari ni divya Adi = 


(Tiruvottiyur Pancharatnam) 
a Amma ravamma_ Jhampa 
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Prahlada 
Bhakti \ Vasudevayani Adi 
Vijayam 
(Opera) 
Kriti: Kamalambam Adi 
ae Bhajarere Chapu 
te Talli ninnu nera Misra 
laghu 
3 Birana vara } Rupaka 
a Himadri sute 2 
> -~Ninnu vina gati Adi 
Birana brovayidi Tisra 
laghu 
+»  Nidu charana Adi 
S Nija dasa varad@ = 
ra Devi Minakshi Rupaka 
a Aviralamagu Triputa 


a Niyemana 


magizhvodu Adi 
- Sarasvati Rupaka 

Pada: Parengum Adi 
a Ettaikkangu Ripaka 

ae Taiyale unnai Adi 

95 Tattai mozhiyal Adi 
Javali: Entati kuluke Ripaka 





Tyagaraja 


Muthuswamy 
Dikshitar. 


Syama Sastri. 
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Subbaraya Sastri. 

Talangambadi 
Panchanadayyar. 

Pallavi Gopalayyar. 

Patnam Subrah- 
manya Ayyar. 

Singaracharlu. 

Cheyyir Chengalvas 
raya Sastri. 


Ramaswamy sivan 
Tiruvottiyur 
Tyagayyar. 
Ghanam 
Krishnayyar. 
Subbaramayyar. 


3? 
Pattabhiramyya. 


APPENDIX 


Janya Ragas 
- Serial No. 

_— ag the “of the Arohana—Avarohana 

ag melakarta 
Abheri 22 sgmpns—sndpmegrs 
Abhogi 22 srgmds—sdmgrs 
Ahiri 14 srsgmpdni—snDpM 

[grs 

Anmritavahini 20 srmpdns—sndmegrs 


Amritavarshini 66 sgmpns—Snpmegs 
Anandabhairavi 20.sg1gm p *d ps—sn*dp 


[mgrs 
Andolika 22 srmpni—snodmrs 
Arabhi 29 srmpds—sndpmegrs 
Ardradesi 15 srgmpdsns—sdpmgrs 
Asaveri 8 srmpd s—snspdmprGrs 
Atana - 29 srmpni—snDpmpGrs 
Bahudari 28 sgmpdns—snpmgs 
Balahamsa 28 srmpds—sndpmrmgs 


Bangala 29 srgmpmrpi—snpmrgrs 
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earth the Sure Arohana—Avarohana 
melakarta 
Bauli 15 srgpds—sndpgrs 
Begada 29 sgrgmpdps—sNdpM 
[gers 
Behag 29 sgmpndns—sndpmGrs 
Bhairavam 17 srgmpdns—sDpmgrs 
Bhairavi 20 srgmp*dns—indpmegrs 
Bhupalam 15 srgpds—sdpgrs 
Bhishavali 64 srgmpds—indpmegrs 
Bilahari 29 srgepds—indpmers 
Bindumalini 16\sgrgmpns—snidpegrs 
Brindavana- 22 srmpns—sSnpmrgs 
saranga 
Chandrajyoti 41 srgmpdi—sdpmgrs 


Chhayanata 34 
Chhayatarangini 28 
Chintamani 56 
Chittaranjini 22 
Darbar 22 
Desakshi 29 
Desyatodi 8 
Devagandhari 29 
Devakriya 22 
Devamanohari 22 
S. 1lI—26 


stgmpmps—sndnpmrg 
stmgmpas—indpmgrs 
srpmp*dni—spdpmegrs 
strgmpdn—ndpmrgrs 
srmpdni—sNdpmrgegrs 
srgpdi—indpmegrs 
sgmpdni—sndpmgrs 
strmpdi—snDpMgRs 
stmpns—sndnpmegrs 
armpdns—indnopmrs 
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Serial No. 
Big. ae ORS ot the Arohana—Avarohana 
dons melakarta 
36. Devamrita- 22 srgmndns—sgndpmegrs 
varshini 
37. Dhanyasi 8 sgmpns—sndpmgrs 
38. Dilipakam 22 srgrmpndnpdni—sgnd 
[pmegrs 
39. Dipaka 51 sgmpdps—sndnpmgrs 
40. Dvijavanti 28 srmgmpdés-sndpmgrgs 


41. Gamakakriya 53 srgmpds—sndpmgmRs 
42. Gamanakriya 53 srmpdnés—sndpmgmrs 
43. Gambhiranata 36 Sgmpni—snpmgs 

44, Ganavaridhi 34° smrgmpdni—sdnpmrs 
45. Garudadhvani ‘29° srgmpdns—sdpgrs 


46. Gaula 15 strmpni—inpmrgmrs 

47. Gaulipantu 15 srmpni—indpmdmgrs 

48. Gauri 15 srmpns—sndpmegrs 

49. Ghanta 8 sg*rgmpndni—sndp 
[mers 

50. Gopikavasantam 20 smpndnds—indpmgs 

51. Gopriya 62 srgmdns—indmgrs 

32. Guijari 15 strgmpdni—sdnpmegrs 


53. Gumma kambhoji 15 srepdndi—sndpmers 

34. Gundakriya 15 | srmpni—snpdpmers 

35. Hamirkalyani 65 cneg tag SP 
ee 


‘No. 


36. 


ie 
38. 
39. 


61. 


403 


5 Mela- 
Ramesh the karta Arohana—Avarohana 
aga No. 


Hamsadhvani 29 srgpns—sSnupegrs 


Hamsanadam 60 srmpdns—sndnopmra 
Hamsanandi 53 srgmdns—sndmegrs 
Haridasapriya 28-22 spmgmpdns—sndnp 
[mgrs 
(Arohana, janya of 28 & 
Avarohana, janya of 22) 
Hindolam 20 smgmdns—sndmgs 
Hindolavasanta 22 sgmpdnds—indpmd 
[mgs 


Hindustani Behag 29 sgimpndns—sndnopm 


62. 
63. 


64, 


65. 
66. 
. 67. 


3 8B 


Fi. 


as [Grs 
(Same as Behag.- see under Behag) 


Hindusthan kapi 22 Stimpns—sndapmGrs 


Huseni 22 sRGmpndns—indp 
[Mgrs 
Isamanohari _28 srgmpdni—isndpmr 
[mgrs 
Jaganmohini 15 sgmpni—sapmGrs 
Janaranjani 29 srgmpdni—sdpmrs 
Janjhuti 28 dsrgmpdn—dpmgrs 
(ndpds 
Jayamanohari 22 srgmds—sndmrs 
Jayanarayani 22 srGmpds—sndpmegrs 


Jayantasena 22 sgmpds—sndpmpmgs. 
Jayantasri 20 sgmdni—sndmpmgs 


Mela- 
No. Name of the karta Arohana—Avarohana 
(5 No. 
72. Shinavali 39 sgrgmpdnds—indpm 
[gers 
73. Jingla 20 srgmpdndps—sndp 
[mers 
74. Jujahuli 28 smgmpdni—indpmgs. 
75. Kaikavasi 60 srgmpdns—inpmers 
76. Kalagada 13 srgpdns—sndpgrs 
77. Kalanidhi 22 srgmspmdni—sndp 
: [mgrs 
78. Kalavati 16; stmpdi—sdpmgsrs 
79. Kamalamanohari 27. sgmpni—sndpmgs 
80. Kambhoji 28 srgmpdi—sndpmgrs 
81. Kanada 22° stgmDns—snsDpmp 
[Gmrs 
82. Kannada 2 sgmpmdni—snsDpm 
{[Gmrs 
83. Kannadabangala 15 stmgmpds—sdpmgrs 
84. Kannadagaula 22 srgmpni—indpmgs 
85. Kapijingla 22 SnsrgM—mgrsndns 
86. Kapinarayani 28 srmpdni—indpmers 
87. Karnatakabyag 28 stgmpdni—sadnpdm 
[grer 
88. Karnataka kapi 22 srGmrpmpdns—indp — 
[mgmrs 
89. Katana kutihalam 29 srmDngpis—sndpmgrs 
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No. 


90. 
91. 
92. 
S53. 
94. 


95. 


96. 
eae 
98. 
29: 
100. 
101. 
102. 
103. 


104, 


105. 


106. 
107. 
108. 
109, 


Name of the 
raga 
Kedaragaula 
Kedaram 
Khamas 
Kiranavali 
Kokiladhvani 


Koighalam 


Krishnaveni 
Kuntalavarali 
Kuranji 
Kutthalam 
Lalita 
Madhyamavati 
Malahari 
Malavasri 


Malavi 
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Mela- 
karta 
No. 


28 
29 
28 
21 
28 


29 


15 


28 
29 
29 
i7 
22 
15 
22 


28 


Malayamaratam 16 
Mallika vasantam 15 


Mand 
Mandari 
Mangalakaisiki 


29 
31 
15 


Arohana—Avarohana 


srmpns—sndpmegrs 
Smgmpns—snpmegrs 
smgmpdns-sndpmgrs 
stgmpdnis—spmegrs 


srgmdnds—indnpm 
[grs 


spmgmpdns—sndpm 
[grs 


srgmpnsi—snpmegrs 
smpdnds—sndpms 
susrgmpd—dpmgrsns 
srmndpns—sndpmgrs 
srgmdns—sndmgrs 
srmpns—Snpmrs 
srmpds—sdpmegrs 


sgmpndnpdnjg—snad 
[pmgs 


srgmpnmdnig—sndn 
[pmgmrs 


srgpdns—sndpgrs 

sgmpns—sndpmgrs 
sgmpds—sndpmegrs 
srgmpns—snpmgrs 


smgmpmdns—sndpm 
[grs 


Nawe of the 
No. raga 
110. Manirangu 
111. Manjari 


112. Manji 


113. . Manohari 
114. Margahindola 
115.. Mechabauli 
116. Mechakangi 


117. Megharauji 
118. Mohana 

119. Mukhari 

120. Nabhomani 

121. Nadachintamani 


122. Nadanamakriya 
123. Nadatarangini 
124.. Nagasvaravali 
125. Nalinakanti 
126. Narayanagaula 


127. Narayani 
128. Nata 
129. Natakuranji 


22 
22 


20 


22 
22 


53 


15 
28 
22 
40 
22 


28 


28 
36 
28 
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Mela- 
karta 
No. 


Arohana—Avarohana 


srmpns—snpmGrs 
sgrgmpndns—sndpm 
[grs 


srgmp*dns—sndpm 
[grs 


sgrgmpds—sdpmegrs 
srgmpdns—sndmgs 
srgepds—sdpmegrs 


srgmpdns—snpdp 
[mgrs 


‘Srgmnsg—gnmegrs 


srgpds—sdpgrs 
srmpnds—sn*dpmgrs 
srgrmps—sndpmegrs 


sgmpndns—sndpmg 
[rgs 
stgmpdn—ndpm grsn 


spmrgrs—spndpmgrs 
sgmpds—sdpmgs 
Sgrmpns—sSanpmers 


Ssrmpndns—sndpmg 
[rgers 


stmpds—sndpmrs 
strgmpdns—snpmrs 
srgmdns—sndmgs 
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Name of the Mela- 


No. raga iy Arohana—Avarohana 


130. Navarasakala- 28 srmpsni—sdpmgr on 
nidhi 


131, Navarasa kannada28="s gmp s—sndmegrs 


132. Navaroj _ 29 pdnsrgmp—m grsndp 
133. Nayaki 22 srmpdNdpis—sNdpm 
{[rGrs 
134. Nilambari 29 srgmpdpni—snpmg 
[rgs 
135. Padi 15 srmpns—snpdpmrs 


136. Palamanjari 22 sgmds—sndpmGmrs 
137. Panchamaraga 22 srdpns—sndpmgrs 


138. Pantuvarali sl srgmpdni—sndpmegrs 

139. Paraju I3°sGmpdns—sndpmgrs 
_ 140. Pratapa varali 28 srmpdps—sdpmgrs 

141. Pravalajoti 28 srmpdnés—sndnpmgg 


142. Punnagavarali 8 nsrgmpdn—ndpmegrsn 


143. Purnachandrika 29 srgmpdps—inpmr nie 
rs 
144, Parnalalita 19 sgrmps—sndpmegrs 


145. Purnashadjam 22 srgmNs—snpmGrs 
146. Purvakalyani 53 srgmpdps—sndpmgrs 


147. Purvi 15 srgmpdnds—sndpmd 
[mgrs 
148. Pushpalatika 22 srgmpnsi—Snupmgrs 


149. Ragapanjaram 28 srmpdnds—snodmrs 
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Mela- 3 
No. Name of the karta Arohana—Avarohana 
— No. 


150. Rama manohari 52 srgmpdnds-sndpmgrs 


151. Ranjani 59 srgmds—sndmgsrs 
152. Rasavali 4 srmpdns—sdpmrs 
153. Ravichandrika 28 srgmdnds—sndmgrs 
154. Revagupti 15 srgpds—sdpgrs 
155. Ritigaula 22 sgrgmndmaons—sndm 
[gmpmgrg 
156. Rudrapriya 22 srgmpdni—snpmGrs 
157. Sahana 28 srgmpmDns—sndpm 
{GmRegrs 
158. Saindhavi 22 ndnsrgmpdN—dpmgr 
[sndns 
159. Salagabhairavi 22°srmpds—sndpmgrs 
160. Sama 28 srmpds—sdpmegrs 
161. Saramati 20 srgmpdns—sndmgs 
162. Saranga 65 srgmpdnsg—sndpmrg 
[*mrs 
163. Saranganata 15 srmpds—snsdpmegrs 
164. Sarasvati 64 srmpds—sndpmrs 
165. Sarasvati 28 srgmds—sdopmegrs 
manohari 
166. Saurashtram 17 srgmpdns—snDpmg 
[mRs 
167. Saveri 15 srmpds—sndpmgrs 
168. Siddhasena 22 sgrgmpds—sadmpmr 


{[grs 


169. 
170. 


171. 
472. 
173. 
174, 
a75. 
176. 
de 
478. 
79. 
180. 
181. 
182. 


183. 
184, 
485. 
186. 
187, 


A88. 
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Name of the ys 
4 arta 
eer No. 


Sindhu kannada 28 
Sindhu mandari 29 


Sindhu ramakriya 15 


Srimani 2 
Sriraga 22 
Sriranjani 22 
Srutiranjani 61 


Suddha bangala 22 
Suddha desi 20 
Suddha dhanyasi 22 
Suddha raga 57 
Suddha saveri 29 
Suddha simantini 8 
Sudba tarangini 28 


Suposhini 28 
Supradipam 17 
Surati 28 
Svarabhashani 22 
Svaravali 28 
Svaravedi 28 


Arohana—Avarohana 


smgmrgmpdp s—sndp 
[mgrs 


srgmpdps—sndpgmd 
[pmrs 


sgmpdns—snpdpmg s 
srgpds—sndpgrs 
srmpns—snpdopmrgrs 
srgmdns—sndmegrs 
srgmpdn—ndpmgsrs 
srmpds—sdpmregrs 
stmpdns—sndpmgrs 
Sgmpnups—snopmgs 
stgmpns—snpmegrs 
srmpds—sdpmrs 
srgmpds—sdpmgrs 


srgmrmpdnds—sndp 
[mgrs 


srsmpnds—sdnpmrms 
srmpds—sndpmgmrs 
srmpns—sndpmgpmRs 
sgmpdns—sndpmrs 


smgmpndns—snopdm 
[grs 

smgmpndns—sndnp 
[mgs 


No. 


189, 
189. 
190. 


191. 
192. 
193. 
194. 
195. 
196. 
197. 


198. 
199, 


201. 


202. 
203. 


204. 
205. 


Name of the 
Taga 


Tivravahini 


Udayaravi 
chandrika 


Umabharanam 


Valaji 
Vasanta 


Vasantabhairavi 
Vasanta varali 


Vegavahini 


Vijayanagari 
Vijayasri 
Vijayavasanta 
Viravasantam 
Vivardhini 
Yadukula 
kambhoji 
Yamunakalyani 
Amarasenapriya 
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Mela- 

karta Arohana—Avarohana 
No. 
46 srgmpdns—sndpm 


22 


28 


28 
17 
14 


24 
16 


38 
41 
54 
24 
28 
28 


65 
60 


{[grgmrs 
sgmpns—snpmgs 


srgmpdns—snpmr 
[gmrs 


sgpdns—sndpgs 
sgmdns—sndmegrs 
srgmdns—sndmpmegrs. 
nDpgrsn 
ndpmgrsn 
srgempdnds—sndpmg 
[rs 


stmpdna—{ 


stgmpds—sdpmegrs 
sgrgmpns—snpmgrs 
smpdns—snpmegrs 
sgrmps—sndpmegrs 
stmps—sndpmgrs 
srmpds—sndpmegrs 


srgpmpds—sdpmpgrs 
srmpni—snpmrgsr 


(Sriraga pattern under this mela) 


Amrita Dhanyasi 


Divyamalati 
Hari Kedarem 


8 


stgm pnos—sSnpmegrs 


QUESTIONS 
Technical terms :— 
1. Explain the following terms :— 
(a) Ghana panchaka, Eduppu, Svayambhu» 
svara, Patam, Katakam, Madhyama sruti. 
(b) Graha, Nyasa and Amsa; Vadi, Samvadi, . 
Anuvadi and Vivadi ; 
2. Write short notes on :— 
(1) Trayodasa lakshanas, (2) Shodasangas, 
(3) Katapayadi formula, (4) Tala dasa pranas, 
(5) Samudaya kritis, (6) Svaraksharam, 
(7) Manipravala kriti, (8) Trikala sadhakam, . 
(9) Yamakam: 


3. Explain the following terms :— 
(a) Murchanakaraka janya raga 
(6) Konugol (e) Chaturdandi 
(c) Gurudrutavirams (f/f) Plutavirama 
(d) Chitra tama marga (g) Makutasvara 


Melakarta scheme :— 


4. Explain the following :— 
(a) Katapayadi sutra (6) Mela mnemonics 
(c) Asamptrna mela (d) Vivadi mela. 
(e) Bhatasankhya (f/f) Kalpyamana melakarta.. 


5. Mention the three characteristic features of a. 
melakarta. 


110. 


Al. 


“12. 


413. 


14, 


45. 
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Explain the statement that in the seventy-two 
melakarta scheme :— 
(a) the purvanga notes remain constant within 
each chakra. 
(5) the uttaranga notes repeat inthe same order 
in the six melas of each chakra. 
What do you mean by the statement that the 


note ma is the bisecting line ia the melakarta 
scheme ? 


Name the chakras wherein both the notes, 
chatussruti rishabha and sadharana gandhare are 
met with. 

Name the purvanga, svaras figuring in the II, V, 
IX and XII Chakras ? 

Give examples of -janya ragas which figure as 
melas in the asumpurna, mela, paddhati. 

Name a purva mela, whose uttaranga svaras are 
the same as those of the mela, Namanarayani. 
Name an uttara mela of the bhu-type and which 
takes the riof the lV chakra and the ga of the 
VI chakra. 

Give the svaras taken by the six melakartas of the 
X chakra. 

What are the serial numbers of the melas taking 
the suddha ri, antara ga and prnti ma. 


Mention the serial numbers of the melas signified 
by the following phrases : 

(a) Netra - bhu (b) Disi - pa 

(c) Agni - ma (d) Veda - sri 

(e) ra gi midhinu (f) rigimadhana 


16. 
17. 


18. 


19. 


21. 
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Find the serial number of the sha-type mela of the- 
VI chakra and the go-type mela of the X chakra, 


Give the names of the Vi and XI chakras and name-~ 
the svaras figuring in their purvanga. 

Find the serial numbers of the following mela- 
kartas :— 

Jhankaradhvani, Nasikabhushani, Manavatt:. 
and Dhavalambari, (The application of the 
katapayadi formula should be clearly shown). 


To which chakra does the 58th melakarta belong?’ 
Name its corresponding suddha madhyam karta. 


Determine the serial number of the mela which 
takes :— 
(a) the parvanga» of» Mararanjani and the- 
uttaranga of Navanitam. 
(b) the uttaranga..of..Nasikabhtshani and the - 
purvanga of Rupavati. 
Name the chakrato which the mela Jalarnavam . 
belongs. 


Draw a diagram of the Vina finger-board and 
mark on it the svarasthanas taken by the 62nd: 
melakarta. 


Mention the serial numbers of the suddha madh- 

yama melakartas taking the shatsruti ri and: 
kakali ni. 

Give the serial numbers of all the uttara melas 

taking the chatussruti dha and kaisiki ni. : 


Determine the serial number of the mela Dhatu. 
vardhani. Name the tala, the aksharakala-value of 7 
whose avarta is equal to 3 of this num ber. 


“26. 


a. 


29. 


- 30. 


ed 


32, 


Bee 


35. 
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Name the chakras to which the uttara melas of the 
following melas belong:—Senavati, Gayakapriya 
and Vagadhisvari. 


Determine the serial numbers of the purva melas 


-of the following :-- Pavani, Namanarayani and 


Sucharitra. 


Name the melas from which an audava raga taking 
besides sa and pa, the notes antara ga, suddha ma 
and chatussruti dha can be deemed to be derived. 
Mention the svaras taken by :— 

(a) the 5th mela in the Veda chakra. 

(6) the 2nd mela in the Rudra chakra. 


Give the names of two melas the difference of 
whose serial numbers -wili be equal to the serial 
number of the mela,-Gavambhodhi. 


Name two melas, the product of whose serial 
numbers will be equal ito.the serial number of 
Naganandini. 

Name the svaras taken by the mela, whose serial 
number is equal to the root of the serial number of 
Mararanjani. 

Calculate the serial number of the mela that would 


result when the ri of Gamanasrama is raised a 
semitone and its ma lowered a semirone. 


Give the names of two melas, the difference of 


whose serial numbers is equal to the serial humber 
of the mela Salagam. 


Determine the serial number of the mela that would 
result when the ga and ma of deemed: J are 
taisad a semitone. 


36. 


mg 


38. 


os 


41. 


42. 


43. 
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Calculate the serial number of the melakarta in the 
Aditya chakra taking the notes: suddha dhaivata 
and kaisiki nishada. : Name the tala whose akshara- 
kala-value for an avarta will be equal to one-fourth 
of this number. 


What are the possible melas that can be assigned 
to the audava raga sg pda s—snd P gS and 
taking the notes, antara gandhara, chatussrutl 
dhaivata and kaisiki nishada ? 


How do you account for the existence of two 
nomenclatures for the 72 melas ? 


Discuss the rule regarding the application of the 
Katapayadi formula..to conjunct consonants. 
Point out which 6f thé) mela names are in accord 
‘with this rule and which are not ? 


From the poiat.of .view of Katapayadi formula, 
examine if the mela names, Chakravaka and 
Syamalangi are correctly coined. 


In the scheme of 72 melakartas, mention the 
serial number of the earliest mela taking three 
vikrta svaras. 


In the scheme of 72 melas, give the serial numbers 
of melas taking two vikrta svaras. 


In the scheme of 72 melas how many melas are 
there with a pair of symmetrical tetrachords. 
Write their serial numbers. 


Give the serial numbers and the svaras taken by the 
melas of the 4th and 9th chakras. 


45. 


46. 


47. 


48. 


49. 


=) 8 


52. 


sOoe 
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Give the serial number of the 3rd mela in the- 
Brahma chakra. Name a tala whose aksharakala 
value for an avarta is equal to 1/3 of this number. 


Give the serial number of the last mela in the Dis: 
Chakra. Name a taia whose aksharakala-value. 
for an avarta is equal to 1/3 of this number. 


Name two talas the sum of whose aksharakala- 
values for an avarta will be equal to the serial 
number of Subhapantuvarali. 


Name the last mela in the scheme of 72, taking 4- 
vikrta svaras. 


What is the maximum number of vikrta svaras that: 
can come ina mela? Mention the serial numbers. 
of the melas taking this: number of vikrta svaras. 


Name a purva mela whose serial number when: 
reversed will give risé to the serial number of its. 
corresponding uttara mela. 
In the scheme of 72 melakartas, mention the svaras. 
taken by the following :— 

(a) Bhu - mela in the 4th chakra. 

(5) Go — mela in the 3rd chakra. 


Give the serial numbers of the melas comprised’ 
in the eleventh chakra, Name the notes figuring 
in those melas, 


Name a pratimadhyama mela whose serial number 
when reversed will give the serial number of its. 
corresponding suddha madhyama mela. 
In the scheme of 72 melas mention the svaras takem 
by the following melakartas :— 

(i) 3rd mela in the second chakra ; 


Raga: 


ie 
56. 
37. 
58. 


3. 


€0. 


61. 


Ce 
S 63. 


64, 


2 S. W—27 
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(ii) Sth mela in the fourth chakra ; 
(iii) 4th mela in the sixth chakra; 
(iv) 2nd mela in the eleventh chakra. 


Classify the janya ragas. 

Classify the varja ragas. 

Classify the vakra ragas. 

Is it possible for a janya raga to take all the seven 
notes in both the drohana and avarohana and yet 
differ from its janaka raga? Discuss. Illustrate 
your answer with examples. 

Explain the following :— 

(a) Vakra raga -(b)-Sankirnaraga (c) Dhaiva- 

tantya raga (d) Chbayalaga raga (e) Rakti raga 

(f) Date svara jprayoga (g) Ekanyasvara 

bhashanga raga. 

Give examples of bhashanga 1agas wherein :— 

(1) the kakali nishada fs the foreign note. 

(2) the kaisiki nishada {is the foreign note. 

(3) the chatussruti dhaivata is the foreign note. 
Point out the anya svaras if any, in the following 
tagas and indicate the sancharas wherein they 
occur :— : 

(a) Bhairavi, (6) Kambhoji, (c) Bilahari. 
Explain the origin of bhashanga ragas? 

Enunciate the rules observed in fixing the janaka 
melas for bhashanga ragas. 

How do you account for the universal occurrence 
of the Mohana raga? 


65. 


‘66. 


67. 


68. 


69. 


10. 
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Some scholars are of the view that ‘janya ragas 


“might be allocated to the earliest possible melas 


in the scheme of 72’. Examine the soundness of 
this statement. 


In addition to the Janaka-Janya system, from 
which other points of view have ragas in general 
been classified ? 


Give an example each for the following kinds of 
ragas :— 
(a) An audava-samparna raga derived from the 
29th mela. 
(b) An upanga raga derived from the 28th mela. 
(c) A raga wherein karuna rasa \s the dominant 
feeling. we 
(d4) A raga which: does not admit of sanchara 
below the mandra sthayi nishada. — 
(e) An early morning raga. 
(f) An evening raga. 
(g) A mela raga popularised by Tyagaraja. 
-(h) A raga whose individuality Is easily revealed 
by madhyama kala sancharas. 


In the ragas, Bhairavi and Bilabari, give four 
phrases of your own, containing the anya svara. 


Write six musical phrases of your own in each of 
the following ragas :— : 
(a) Chakravakam, (6) Mohana, (c) Khamas, 
(d) Sankarabharana, (e) Kedaram (f) Parva 
kalyani. 
Classify the ragas that can be sung in Madhyama 
sruti. Give illustrative examples. 





71. 


72. 
13, 


“7A. 


Ade 


“76, 


77. 


“78. 


79. 
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Write a phrase in Bilahari raga with Panchama 
as the commencing note and a phrase in Khamas 
raga with Madhyama as the concluding note. 


Is Rishabha a resting note in Sankarabharana raga? 


Give short sancharas in each of the following ragas 
and mention a few prominent compositions under 
each : 

(a) Kambhoji, (5) Suddha saveri, (c) Kalyani. 


Give the janaka ragas for the following jaaya- 
ragas : 
(a) Mohona, (5) Arabhi, (c) Bilahari. 


Write the arohana and avarohana of a samparna + 
audava raga, wherein the 4th and 7th notes are 
deleted in the avarohana. 


What will be the resulting raga when the ga and 
ni of Todi are’raised a semitone ? 


What will be the resulting raga when the ri, ma and 
dha of Mayamalavagaula are raised a semitone? 


Which ragas are useful for being sung at the 
commencement of concerts and why ? 


Name two janya ragas belonging to the same mela 
and the archana and avarohana of one of which 
happen to be the avarohana and arohana of the 
other. 


Write the arohana and avarohana of an audava- 
shadava raga and whreia the ga is deleted in the 
arohana and the ni is deleted in both the arohana 
and avarohana. 


81. 


82. 


86. 
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Name two ragas wherein the gandhara happens: 
to be aresting note and around which one cam 
weave an alapana. 

In the ragas Bhairavi and Kambhoji, name the- 
notes on which one can rest and develop an 
alapana. Give a few illustrative sancharas under 
each, 


On which svaras do compositions in Bhairavi and 


Sankarabharana commence? Name some compo- 
sitions by way of example. 


Point out the visesha sancharas in the following. 
ragas and cite the relevant portions of composi- 
tions wherein they occur :— 

(a) Sankarabharana~ (6) Parvakalyani 

(c) Chakravakam (da) Kedaram. 


Give two rakti prayogas for each of the following. 
Tagas :— 
(a) Bilahari, (6) Bhairavi, (c) Kedaram. 
Give an example each for the following :— 
(a) araga wherein ga is both a jiva svara and: 
@ nyasa svara. 
(6) a raga wherein ga is not a nyasa svara. 


In bhashanga ragas, Is it possible for anya svaras- 
to figure as nyasa svaras as well? Explain. 
Give an example of a raga taking a durbala svara. 


Name the ragas whose arohana and avarohane 
conform to the following pattern :— 


srmpds—-sndpmgrs 
Mention the melakartas of those ragas. 
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‘90. Incertain ragas, the rendering of a single phrase 
is sufficient to establish the identity of the raga. 
Write such phrases for the following ragas :— 


Bilahari; Bhairavi; Arabhi ; Purvakalyani. 


‘91. In Kalyani scale, point out the notes that bear the 
samvadi relationship. 


92. Point out if dha is a nyasa svara in the ragas: 
Bilahari and Hindusthan Behag. 
‘93. Name the raga suggested by the following arohana 
and avarohana, 
STgmpni—Snpmegrs 
‘94. Name the ragas suggested by the following 
phrases :— 
@P,mG,rRijesrresS i 
(ii) S, mgm P mgm nD 5 | 
(iii) gpdS$,Ssnnds§;] 
95. Write a key-phrase for each of the following ragas 3 
Bilahari ; Purvakalyani 
96. What are closely allied ragas? How do they differ 
from one another. Illustrate with examples. 
Wala :— 
97. Explain the terms :— 
(a) Khanda gati; (b) Druta laya ; 
(c) Atita graha ; (d) Nissabda kriya. 
98. Explain how each of the seven principal talas 
admits of 25 varieties. 


99. Are talas other than the 35 suladi talas used in 
Karnatic music? If so, name a few of them. 


100. 


101. 


102. 


103. 
104. 


105. 


106. 


107. 


108. 
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Mention five talas used in Karnatic music, wherelm 
the avartas consist of seven aksharakalas each. 


Distinguish between :— 
(a) Desadi and Madhyadi talas. 
(6) Tisra Chapu and Misra Chapu talas. 


Name a tala whose aksharakala-value for an 
avarta is equal to the serial number of Khara- 
harapriya. 


Enumerate the Tala dasa pranas and explain any 
two of them. 


In which tala do you find the largest number of 
musical compositions, and why ? 


Mention two talas,” the aksharakala-values of 
which bear the ratio 1:4. Give the number of 
aksharakalas for,..an.avartafor each of these two. 
talas. Name threé’talas whose aksharakala values 
for an avarta will be equal to the difference in. 
number of the aksharakala value of the above: 
two talas. 


In the scheme of 35 talas, mention two talas wherein: 
the difference of the aksharakala-values of their 
avartas will be equal to the serial number of the 
mela, Rupavati. 


In some talas, we come across all types of musical 
compositions and in some other talas, we come 
across only particular types of compositions. 
Elucidate this statement. 


Write in notation the two ways in which the Misra 


jati Jhampa tala Alenkara can be sung within the: 
space of five avartas. 


* 109. 
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Two persons A and B sang two different alan= 
karas, They began simultaneously and finished 
simultaneously. One sang in the Prathama kala 
and the other in the Divitiya kala. If the alankara 
sung by one was in Khanda jati jhampa tala, what 
will be the tala of the alankara sung by the other 
person? In the reckoning of the talas by the two 
persons, point out how many times one would have: 
heard the synchronised simultaneous beats. 


Musical form:— 


110. 


411; 


112. 


113. 


114. 
115. 


Give some examples of :— 
(a) Instrumental forms. 


(5) Musical forms=which contain jatis in their 
dhatu. 


Explain the significance of the sahitya of an ordi, 

nary lakshana gita:and*a raganga raga lakshana 

gita. 

(a) What are the constituent angas of a tana varna ? 

(6) Estimate the value of the varna composition as. 
compared with other musical forms. 


If in a newly composed or unfamiliar tana varna, 
the order of the ettugada svaras is changed and 
given to you, can you re-arrange them in the order 
intended by the composer? If youcan, point out 
how you will proceed. 


Point out the utiiity of practising tana varnas. 


What do you mean by technical beauty in musical 
compositions? Illustrate your answer with 
examples. 


. 116. 


117. 


118. 
119. 


120. 


421, 


122, 


123. 
124. 


125. 


126. 
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Give the lakshana of a kriti composition and 
Point out how composers have attempted to 


beautify this type. Illustrate your answer with 
examples. 


Point out the extent to which a performer can 
display his creative talents in kritis and varnas. 


What is a ragamalika,? Write its lakshana. 


Enunciate the principle, if any, underlying the 
order of succession of ragas in ragamalikas. 


Mention the names of some wellknown ragas 
malikas, Write short notes on them and also give 
the names of their composers. 


What is the minimum number of ragas that should 
be present in a ragamalika. 


Au unfamiliar ragamalika composition, conforming 
in full to the lakshana of the form, is given to you 
bnt with the order of the charanas changed. Can 
you re-arrange the charanas in the order intended 
by the composer? If so, outline the procedure 
that you will adopt. 


In an instrumental rendering of a Ragamalika, point 
out the beauties that go unnoticed. 


Write short notes on the matu ofa pada, javali, 
pada varna and daru. 


In which types of compositions do you get the jatis 
or the tala-solfa (rhythmic) syllables? 


Name a musical form that is heard only in dance 
concerts and write a short note on it. 


427. 


128. 


429. 


130. 
131, 


432. 


133. 


134, 


435. 


3 436. 
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Mention the musical forms wherein chitta svaras 
have a legitimate place, 


Discuss if the introduction of sangatis in padas is 
appropriate. 


Comment upon the nature of the sahitya in. the 
following types of compositions :— 
(a) Pada varna, (b) Pada, (c) Ragamalika, 
(d) Javali, (e) Tillana. 
Mention a composition having two pallavis. 


In which types of compositions is the anupallavi 
a dispensable anga. 


Mention the names of four prominent cemposers 
of the forms: (a) kriti) (5) varna, (c) ragamalika 
and (d) pada. ~ 
Mention the names of composers who :— 
(1) signed their compositions with their own 
name ; 


(2) signed their compositions with names other 
than their own ; 


(3) did not introduce any mudra at all. 
Explain the following :— : 


(a) Chitta svara, (6) Ettugada pallavi, 
(c) Solkattu svara, (d) Svarakshara, 
(e) Sangati, (f) Upanga khanda. 


Name the forms wherein the sahityas relate to the 
nayaka-nayaki theme. Write brief notes on them. 


Name a form wherein the signature of the composer 
may occur in the pallavi or the anupallavi. 


137. 


138. 


139 


_ 140. 


441, 


142. 


143. 
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Write the lakshana of the forms: Padam, Tillana 
and Javali. Mention the names of prominent 
composers of these three forms and point out- the: 
signatures adopted by them. 


Write short notes on :-— 
(a) Navaratnamalika, (5) Tillana daru. 
(c) Kalahastisa Pancharatnam (d) Navavarana 
kirtana, (e) Svarasthana padam. 


Are there instances of tunes having specific names. 
If so name them. Give two of those tunes in: 
notation. 


From the compositions famlliar to you, give an 
example each for the following :— 


(a) Where the commencing notes of the pallavb 
and the anupallavi bear the octave relation-. 
ship. 


(b) Where the above notes bear the samvadb 
relationship. ( 


Suppose you are given the bare sahitya of a 
musical {composition, how will you proceed to 
determine whether it isa svarajati, varna, kriti or 
padam. 


Write the lakshana of the form Tillana. Pointout 


the features of the early musical forms which 
provided the sources for the build-up of this form. 


Name the forms wherein the occurrence of the raga 
mudra is obligatory. Also name the other forms. 


wherein the raga mudra has been introduced by __ 


some composers. 
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Folk music. 


144, 


145. 


146. 


147. 


148. 


What are the characteristics of folk-songs and how~ 
would you classify them ? 


Mention the raga, talas and gamakas figuring in» 
the folk songs of South India. 


Write a short essay onthe musical aspect of folk 
songs. 


Suppose a gramophone record of a song {is played” 
to you, how will you determine whether itis a. 
specimen of art music or folk music? 


Discuss the place of folk musicin the cultural’ 
heritage of a country. 


Musical Instruments. ee | 


149. 


150. 
151. 
152. 
153. 


154. 
15); 


156. 


Name the three main. heads under which musical» 
instruments are generally classified. 


Briefly classify the Stringed instruments. 
Briefly classify the Wind instruments. 
Briefly classify the Percussion instruments. 


Classify the Bowed and Plucked varieties of © 
instruments. 
Classify the Fretted instruments. 


Name the instruments used in concert music, 
temple music and martial music. 


Write short notes on :— 
(a) Chinna melam. (c) Naubat. 
(5) Periya melam. (d) Sarva raga mela vina. 
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157. Give examples for the following :— 
(a) A stringed instrument with two bridges. 


(b) A stringed instrument provided with guts 
and metallic strings. 


(c) A stringed instrument with metallic strings 
alone. 

(d) A plucked instrument wherein the left hand 
fingers are not in contact with the strings. 

(e) A wind instrument without finger holes. 

(f) A percussion instrument capable of being 
tuned. 


“458. Name two Plucked instruments used in South 
Indian concerts. 


159. Mention the instruments figuring as accompanis 
ments in concerts of Karnatic music. 


160. Is the compass of..the Vina and the Violin altered 
by tuning them in madhyama sruti? 


‘161. Distinguish between monophonous and poly- 
phonous instruments. Give two examples under 
each. es 

162. Give two examples for each of the following :— 


(2) A stringed instrument with a plain finger- 
board. 


(5) A fretted instrument of the bowed group. 
(c) An instrument with a compass of more than 
three octaves. 


J63. Name the instruments on which one can play 
simultaneously in two octaves. 


164. Mention the names of two sruti vadyas. 


165. 


166. 


167. 


168. 


169. 


170. 


171. 


172. 


173. 


174. 
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Name the wind instruments used in concerts of~ 
Karnatic music. 


Point out the utility of the sound post and the mute- 
in the Violin. 


How do you account for the fact, that when the - 
sarani string of a correctly tuned Tambura is 

plucked, the other sarani string vibrates of its own - 
accord ? 


Enumerate the instruments used as primary jn- 
struments (ayan vadyas) and instruments used as 
accompaniments (pakka vadyas) in concerts of 
South Indian Music. 


Write an essay on,the benefits of listening to 
Instrumental music, 


General and Miscellaneous : 
Point out the plural meanings of the following: 
terms :— 
(a) Sruti; (6) Purvanga; (c) Jati; (d) Ahata; 
(e) Kosala; (f) Yati; (g) Graha; (4) Melam. 


Explain the different branches of Manodharma. 
sangita. 


Discuss if Karnatic music has profited by coming 
into contact with other systems of music. 


Give examples of South Indian ragas figuring in: 
other systems of music. 


Mention the important factors that contribate to the- 
excellence of a concert. 


“4175. 


176. 


477. 
1178. 


179. 


180. 


“181. 


182. 
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What is the compass of a well cultivated human 
voice? Name aconcert instrument whose compass 
is nearly the same as that of a well cultivated 
human voice. 


If in his usual pitch, the highest note thata singer 

can reach is the tara sthayi madhyama, what is the 
highest note that he can reach in the madhyama 
sruti? 


Point out the requisites of an ideal coneert hall. 


Write ashort essay on the utility of the gramo- 
phone. : 


Compared to the position that obtained three 
centuries ago, we aré now in a position to make an 
elaborate and detailedstudy of ragas. Point out 
how this has become possible? 


Compared to the last century, the opportunities for 
learning music and for acquiring a knowledge of 
music are many at the present day. Elucidate. 


The music of a country grows only when it is 
nurtured by the centributions of its - brilliant 
composers and musicologists. Elucidate. 


A person A, driving a motor car alonga road, 
hears the note of the horn of another motor car 
driven by B in the opposite direction and finds that 
the note of his motor-horn and that of B’s are 
related as Shadja and Chatussruti Rishabha 
respectively. After some distance, A hears the 
aote of the horn of another motor-car driven by 
C In the opposite direction and finds that the note 


_of his motor-horn and that of C’s are related as 











183. 


484. 


ass. 
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Shadja and Antara Gandhara respectively. If B 
hears the note of the horn of C’s motorcar how 
will the note strike him? Explain. 


In a music school, there were three classes in 
Instrumental music, teaching Violin, Vina and 
Sitar. Toa visitor, who visited the three classes 
in succession, the srutis of the three classes 
impressed him as Shadja, Chatussruti Risgabha 
and Sadharana Gandhara respectively. If he had 
visited the classes in the following order, viz. 
Vina. Sitar and Violin, how will the Sruti notes 
ef the three classes have impressed him? 
Explain. 


A Vina specially made, has five strings passing 
over the finger-board. The four strings are tuned 
as in the ordinary vinaand the fifth string is 
tuned to the Shadja immediately below the note 
given by the fourth string. What will be the 
compass of the instrument? Explain with a 
diagram. 


Write an essay on the benefits of cultivating 
classical music. 


PASSAGES FOR SIGHT SINGING 
1, Bhairavi Rupaka. 


a eee 








RS,ndp|mpdnosS |mpdnirgriéndp| mndP, 








mempmgrs |Ndpmndpmegrs ndnos, | 





N ,rsndp 








2. Purvakalyani—Chapu. 
o<XW LT 


Pmggerr Seats m Pomp dpm Ao s nor § 





Snsrgm ggrSson Ros nd pm ger Sof 
ES TT 

3. Kedaram—Adi. 
TE TS LL LS TL 


POO Mm Qe rk oR Gis yims, 8. on Pepe n 8% am Goose Bis 
S60 1G mr oa Pe Gy eek 4s S..8er 2 oes 
Pop m GO,m Pac 8; SimiGs 4 Ras 3 


Sam Got R,e-80 bo gmprS,n P,myG;r S | 





4. Sayeri raga—Ghapn tala, 




















°8 rm p |” D', ‘p'éa me PdssnD |pmpdpmgrR 
eae S ,s aD 8 rmpdonod pmgrs, 
Po yee dd. pom PDS; pDsrgrt 8, 60 D 
pDsrgt M..g, 2.9 aoe pdsrg Pmpdpam 
stm pdadp er Si 
5. Arabhi raga—Jhampa ‘tala (Misra jati) 
M, r§-toR—dd Pm p.mg ts RomemeR sr Ss oh pe 
M, g reR—ddPmpd jsnDve wey sR Bs ddppmgrs| 


WwW. @- NM ww 








6. Chahrayaka raga—Chapu tala. 2 : 
a etn eens oa 
So ga 0 oP mgm kR ; 








s rgmPm nodP =; 










pkg an gt PO We Wa ae ea 





Roh S 8 ooo 





8 emR § | 






4. Varaii raga—Adi tala 


Pe ites ae : 











we 
GMP;P;dadpm Ppm pdpm G@,r8; 
we 
Oo Sch at ee P;d-dpm pmG,rs 
wy . 
1344 pm pdonosés; S ‘gu rs sjra 8 
Ln wl ever colt h PU 
GS: P opm Gigs $;n0 dpm Cor ss ft 


PUNCTUATE THE FOLLOWING PASSAGE :— 


Noie :—Let the students copy the following passage in their notebooks and insert the 
notation symbols at the appropriate places as the passage is sung by the teacher :— 


8. Devagandhari raga—Adi tala 





pets SECIS mo 9s nensae erenaseealocaemencmeimanent 





RSsndsDPmegr RMmegr 65° Gs 7 S$ 
RSsndsrMgR mp DdpP ddsS§S ] 


_M_ LM, LLL LLL NL 





PASSAGES FOR MUSICAL DICTATION 


9, Bhairavi raga—Adi tala 








RS,ndp—mpdas; mpdnosrgr|énndP; 
RS,ndp—mndpmgrs rgmpmgrs |sndaS; 
sndnS;s-mgegrS; p mgr §; noddP; 
mpdnsrgrg—-dnsrén DP R,s odP mpdpmgrs| 


10. Khamas raga—Adi Tala 





éndP,;-8,n-ndP Pm? ais dpmgM; 


gmpdndP dns 38 








mgS,Sn-smgmP,m 


dn 8,Sn-smgmrgsr sns ,rrs San ders 





dpmgM; |i 





gmpdnS mg rSndp 


11, Kharaharapriya raga—Adi tala. 









ndP,mgr rgmpdnnod |pdndPpm/imgGerR 


rgR,8'y 4d: gate: RR Neat Pepm imes tS’ 3 
ndP,m gr rgmp dng dng,snd + st a RR 
rgemG + § nsrts snnd pdagDndPdp|m g gr S31 
ee  ——————————— 


Mental reckoning of the number of Avartas of a sanchari 


: Reckoning mentally the total number~of avartas of a sanchari sung by the teacher, 
The tala of the sanchari may be announced beforehand. Two avartas may be counted in 
silence by the teacher and at the commencement of the third avarta, he may start singing or 
playing the sancharl. 

12. Sankarabharana raga—Rupaka tala. 


Ppm—m gg rs8 ; ba Gao Pale ST! 

P pom. G s0g vg me gm? oD ; a's 3 

Soon Dy. a has ioe-goym girs in 8 3 
RS sndpmpdno te aie ee PdpP, mgrS | 





ee A 





13. Anandabhairavi raga—Rupaka tala 


2itgmFk =; Sin “d Wey gmPpm g ¥G 3 
gm  F.; gempmgr} S sign 8s m gros. s 
om Fea a SS Pose wer eS GS 

ow 


snd8$, doppodos rg p mgr sS, 
sndP, POR 6 ad. p mgr g¢, | 








PASSAGES FOR RAGA IDENTIFICATION 
1%. ndP,m gmRS |] 


s.t.g.m.P >) 


16 gmR,Sa 
mpdsddP mpmgrsR j 


17. PPmgrsR;,ddP 


18. Adi tala 














M;,mgm Ps eae Po an Ds at Ds 
D;,dns N89 § , n-o d P dpm gM; 
Pe Td ee 
19. Adi tala 
cxsesemeteantatesaeaaaaaaaetttite NCEA LL LLL CL 
G dS Sg deg ee GrsRed $§dp Dpg 
P Serres dgit—drs-ds | d-pdpgegrs| 
Peo SU de ATS Oi ar 
20... Adi tala 
AL AAS 
N P,no0.8 8. S..) im 25r SS: 8°, mq-r Sn tf 298% 
Ss; mem (9 .?., o 9 m gmP,n pm mggr S;\|l 
21. Rupaka tala 
Sire p 6. Pmgrs So ket 8 na s8 5 
Srgpd ose R,snDP mgr S,i 








SVARAKSHARA TESTS 


As the following sahityas are sung by the teacher, avarta by avarta slowly, the pupils 
should write the svaras and the sahitya syllables below the svaras and mark the svaraksharas 
(suddha and suchita varieties inclusive) by rounding the concerned svara-sahitya syllables:— 

22. Khamsa—Adi 
mpd M mgm M i¢ org om aD nd nop dn 8n$§3] 
Murugan mal marugan Ma dhava nai. ma na dé ni da mum oinaindiruppai.|| 








23.. Todi—Adi 
joao $i] Capattae es] 2 a. tial 
sa da dhya. ninchul sa rasi jane . tru ni, ni vu. sa ri ga || 


24. Khamas raga—Rupaka tala 
m n° De p dno so 
mu la nu . | bhak . ti to nu 

25. Kambhoji raga—Rupaka tala 
pdsnpds,|pdsianDpm 


pdpmgm § nod p m | 








pada pa n ka ja dhya. olin . chu. || 


pPdMmgG grsrg qm | 


karini, , du || 








nam: pis kg the 





pa da mu ja , av para ma, da ya . 


PASSAGES FOR THE IDENTIFICATION OF RAGA AND TALA 








; 26 

S$, p D §—nip © $ m Ep 4 
S-pditgremers pander ase 
Dodgr&8,mguns ie 8 OF 
»dm gp ae Mp a §on dp mig r 8 | 


eee enna stents acini easiness NRRL 
27 
SE  ———— 


§,ndop S C2): Anepee n dp mg Ry 
“RR, pmGR S,n dp mipnnsr S a8 
(8,ndp née R; R, mer S nd P 





rSndp mpnasrm DM Se re pid P om gp r8 3 i 


TESTS. IN SVARA-SAHITYA GNANAM 


With the help of the notation given, let the pupils sing each of the following sahityas 
with raga bhava, keeping time with the hand:— 
28. Kambhoji raga—Adi tala 


P , d then di S45 2 pdgé} 





Ma. tan . gi ma ra] kata. . ngill 





29. Khamas raga—Adi tala 








bas nnd d p-pmd p-pmgre M;;;|/m N d—n p dno | 
Murali. ga ..nalo.. . ta... Krish | na ; ; ; | Mukunda Hari Hari || 
30. Sankarabharana raga—Adi tala 
mgmpdns son d p mgr sil 








vie tha. il 


sa ra si ja né . tra pa ra ma pa 


31. Sankarabharana raga—Adi tala 


Srsnundpm g mpm gr S| 








Gau,. ri || 


Sa rasalo .cha ni | Sam. ka ri 


32. Kedara raga—Eka tala (Khanda jatl) 

















3 8 Pee. Gee a. 8st 
aa: te sa. ksha ni. mnu nam. mi Hegel 
33. Mayamalavagaula raga—Rupaka tala 
os nd P ws; nsn dpm mers | 
pa ra ma da ya Karri nt: pa_. da mu la nu | nam. . miti | 
34. Bhairavi ragh—Jhampa tala 
ww ue . 
N , nd pdp-mnd p-m p don Sc 
ni. mahimalanu kanu gon ti ni na m ma. || 


35, Bhairavi raga—Adi tala 


A g.5.5 8.8.4.2 
Ny . ra jakshi sr}, . 1» Kama. 


pm Gr s\| 


kshi, . + «|| 


AN 
G m p 








indy ete by ta ae ame 


36, Bhairavi raga—Rupaka tala 


mpdnosnd pP|m gmppm6G rs] 


Nad a he Tee 
Ny ee Co 
ma.... .rdha nl] 


Ma . dha vu nij[so .. . da ri 








mahi sha. . . sura 
37. Mohana raga—Adi tala 

p @ S 8s d dp feet 

ka ru na ni dhi ye “ka. tta ral 


g rer 8 | 


VA ey) 





38, Kambhoji raga—Adi tala 
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Identification of the melakarta of.a.senchariin a Janya raga sung by the teacher. 
(The teacher should not aanounce the name of the raga). 
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Chiratala: The name in Telugu for Casterets or- 
Guerreceanr. 


Hasyakala:—The art of exciting laughter amongst 
listeners. A person proficient in Hasyakala sends the audi- 
ence into roars of laughter through mimiery or vocalisation . 
of peeuliar sounds. This art admits of two divisions :— 


(1) Vocalising the sounds of Birds, like peaeock, 
parrot, pigeon, cock etc; and voealising the sounds of- 
animals like horse, ass, dog, cow, calf, goat, buffalo etc. 


(2) Voealising the sounds of Musieabiastruments and: 
imitating the styles of singing of great masters. This 
requires proficiency in the art of music. The artist is also 
able to recite Konugolu jatis and is also able to vocalise.. 
sounds of rhythmie instruments like the Mridangam, 
Ghatam, and Moresing. 

This art is alse known by the mame Vikatam. Hasya- 
kala Chakravarti, literally, Emperor in Hasyakala was a 
title bestowed upon Vikatam Ramaswamy Sastrigal of 
Firuvasanallur. This artist was able to personate mendicants 
like the Gudugudupandi, Dasari along with the sounds on . 
Budubudukkai, Urumi, and coach. 





Musical Aphorism 
(68 5D So __ 8 Gd sro 
Sruti leni pata — Mati leni mata 
Music not conforming to sruti (drone) is like words . 
devoid of sense. 
This Apboriam emphasises the necessity of adhering to - 
the purity in srati. 


SUTRA GITAS 
J Sitra Gitas are simple melodies which give in a nutshell facts relating to music. 
pd i there are Sutra gitas which give the scales obtained by the process of Modal shift 
0 


tonic. 
1. Sankarabharana— Adi 


i gmp @ ne Bis D pim gm pet 8 
Sa mkha ra To . di | Kal ya ni | Ha. ri. Na _ . tha 


This indicates that 
Sankarabharana’s ri gives Kharaharapriya 


‘a ga ia Todi 

is ma 4 Kalyani 

is pa oy Harikambhoji 
” dha ,, Nathabhairavi 


2. ‘Mohana—Adi 


srgeg-gsg¢s-rgppDs|[pdSsddp|pgdpgrs 
Mo. ha na Ma.dhya. Him do . la. | Sud.dho daya.ravi | chan.dri ka 5 


This indicates that 
Mohana’s ri gives Madhyamavati 
4 ga hi Hindola 
it pa Hf Suddha saveri 
is dha yy Udaya ravi chandrika. 


Model Appreciation Essays 


1. KARU BARU 
Mukhari—Adi tala 


Tyagaraja’s kritis stand as. brilliant examples of the 
triple requisites of a good kriti summed up in the phrase 
‘Kriti guna trayam”’. A kriti should possess good and 
attractive music; it should have a beautiful sahitya with 
good ideas; Both the music and the sahitya should spring 
from the fountain of Bhakti or devotion. Tyagaraja’s kritis 
satisfy ail these triple requisites and this is the secret of their 
popularity and wide appeal. 


The kriti ‘Karu Baru *% in Mukhari raga is one of his 
brilliant compositions. The different facets of Mukhari raga 
are skilfully portrayed in thisssong. Mukhari raga does not 
lend scope for an elaborate alapana. Still, the great 
composer has composed as many as ten kritis in this raga, 
which shine as beautifully-cut diamonds. He is the only 
composer to have composed numerous compositions in this 
raga. This composition belongs to his later period. It 
reveals the maturity of his conception and richness of his 
musical imagination. His creative talents shine in bold relief 
herein. The raga pushti and bhava-pushti shine in their 
fullness here. This kriti isa veritable crystal ia Mukhari 
raga and shines as a fine example for Draksha Paka. Ragas 
useful for varnana or description are a few and Mukhari is 
one of those ragas. Ragas like Surati, Kedaragaula and 
Pantuvarali are also useful for descriptive purposes. 


Mukhari raga is generally considered to be a Karuna rasa 
raga; but by emphassing particular phrases in it, the Gana 
fasa aspect of the raga can be significantly brought out. 
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**Entani-ne varnintunu’’ is an other kriti in Mukharf 
raga used for a descriptive purpose. Rishaba swara is one- 
of the notes on which kritis in Mukhari raga can aptly 
commence. ‘‘ Karu Baru”’ starts on Tara sthayi Rishabha. 
The glories of Rama Rajya and the prosperity of the people: 
who lived at that time are forcibly portrayed in the sahitya 
of this kriti. The commencement of the piece on the tara: 
sthayl rishabha significantly stresses the glories of Rama: 
Rajya. The tempo of this piece is chowka kala slow tempo. 
There is a naturalness about the flow of its music. The 
tessitura of this piece embraces for the most part, the upper 
tetrachord of the middle o:tave and the lower tetrachord of 
the upper octave. Being a descriptive piece, there are not 
many sangatis here. This pieceris set in chitra tara marga. 
The Pallavi, Anupallavi andthe Charana uniformly start 
after half-a.count. A pada.is equal to two avartas in this. 
song. Pallavi consists’ of one pada and the Anupallavi- 
copsists of one pada and the Charana consists of two padas. 
In Pallavi in the phrase. ‘ Saketa nagarini’’ the syllable- 
*Ri’ is sounded on Rishabha swara itself and hence, this 
part shines as a beautiful Swarakshara. The Sahitya of this- 
song is as follows : 


Pallavi : Karu Baru Seyuvaru 
Galare Nivale Saketa nagarini 


Anupallavi: Oorivaru Desa janulu Varamunulo 
Upponguchunu Bhavukulayye 


Charana : Nelaku mooduvana Lakhila vidyala 
Nerpu kaliki Dheergayuvu kaliki 
Chalamu grava rahitulu Kaleda 2°” 
Sadhu Tyagaraja vinuta Rama. 
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A free translation of this sahitya will run as follows: 


Pallavi : Is it possible to name another who has 
earried on the administration so pers 
fectly and with justice like you? 


Anupallavi: During your reiga, not only the urban 
people but also the rural people were 
perfectly happy. The great rishis were 
happy. 


Cherana <: There was plenty ef rain (India being an 
agricultural eountry, rains are absolu- 
tely necessary for the prosperity of the 
people). The people were proficient in 
differentbranches of learning. They 
lived'-for'long. The people were free 
from ‘garva’ (pride) and ‘chajamu’— 
kopa (Anger);' They lived in perfect 
peace and contentment. 


The sequence of sutra, vritti and bhashya is a feature 
of Tyagaraja’s kritis. This sequence holds good both for 
the musica] construction and the sequence of ideas in the 
Sahitya. This can be patently seenin this song. Tyagaraja 
used sishtavyavaharika bhasha in his kritis; buat used a 
scholarly language in padyas (verses) in his operas. 


The Kriti Karu baru shines well when rendered by 
an orchestra. When rendered with full grace and polish, 
this plece has a charming appeal. Persons endowed with 
gamaka sareera can do justice to this piece. It has a high 
entertainment value. It should be rendered in the middle of 
a concert programme and before the main raga alapana and 
pallavi. An ancient sloka prescribes six lakshanas for an 

S. I1—29 
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ideal musical composition—‘‘Susvaram Surasam chaiva 
Suragam Madhurgksharam; Salankaram Sapramanam 
shadvaryam Geeta Jakshanam.”’ 


The kriti Karu baru might be quoted as a fine 
example of a composition envisaged in the above sloka. 


2. NAGUMOMU GANALENI 
Abheri raga—Adi tala 


This is one of the resplendent gems adorning the reper- 
toire of Carnatic Music. It shines equally well when 
renderediby the voiceoron an instrument It also. shines 
when rendered by an Orchestra. The piece is set in a very 
attractive tune. To do justice to it one should possess ravai 
jati sarira; that is, a voice which is able to negotiate Madh- 
yama kala and Tri-kala sangatis with absolute clearness. The 
range of the piece embraces-two-octaves. Flutists who wish 
to play this piece should be proficient in finger strokes. 
(s%7 04507) In order to-render this piece with real bhava, 
one should be proficient in producing ghana, naya effects. 


This is one of those pieces which has a high entertainment 
value. One can easily create the requisite musical atmosp- 
there in the concert hall, by rendering this piece. One can 
‘see that the faces of the members of the audience brighten 
up, when this piece is rendered. They also listen to this 
piece with rapt attention. A certain liveliness is created. 
‘Some great musicians in the past specialised in the rendering 
of particular pieces and the audiences eagerly looked to the 
tendering of those pieces by such Vidwans. It used to be 
aaid that Bikshandarkoil Subbarayar was a specialist in the 
‘rendering of the kritiin Sahana ‘“‘ Giripai nela”’. Sarabha 
Sastrigal, the greatest Flutist was a specialist in rendering 
Nagumomu gana leni. Likewise was his brilliant 
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disciple, the late Palladam Sanjivi Rao. Amongst the 
singers who brought this piece into prominence might be 
mentioned the late Pushpavanam Iyer of Madurai. When he 
‘took up the Anupallavi and rendered it with feeling the 
audience felt transported to regions of easthetic bliss. 
‘When he negotiated phrases touching Tara sthayi Panchama 
and Tara sthayi Dhaivata, the members of the audience 
‘spontaneously reacted with thunderous applause. 


Abheri is a brilliant raga. Its melodic individuality is 
being revealed to us for the first time through this kriti of 
Tyagaraja. It belongs to the group of Vinta ragas, popu- 
Jarised by the great composer. The Vinta ragas are novel 
and fasinating ragas and many of them are not mentioned in 
‘the earlier literature. They have a charm, all their own. 
This raga is a derivative of the 22nd Mela ‘‘ Kharaharapriya’”’ 
cand takes the following Arohana and Avarohana : 


sgmpns 
sndpmegrs 


It is an Audava - sampuarna aaga. It is a Bhashanga raga 
since it takes the Suddha dhaivata in the phrase 
““pdP” Muthuswami dikshitar has composed a kriti 
beginning with the words ‘‘Vtna bheri’’ in the same raga. 
But, that raga takes only suddha dhaivata throughout. The 
Raga called Kurnataka devagandhari is a raga closely 
allied to Abheri. There is a suladi composition in 
Karnrtaka devagandhari by Purandara Dasa. The name 
Abheri is met with for the first time in the work 
Sangita sara of Vidyaranya, But, the first iakshya in 
Abheri raga is the immortal composition of Tyagaraja. The 
Gandhara and Nishada herein are rendered with Kampita 
gamaka (shake). Pratyahata gamaka also lends life to this 
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raga. The tempo of this piece is madhyama kala. The kriti — 
consists of a pallavi, anupallavi and one charana. All the 
three angas eommence on sama graha (eduppu). The 
Pallavi, anupallavi and charama are adorned with five 
sangatis each. All the sangatis are raga bhava sangatis.. 
Some of the ancient alankaras are desterously woven into the 
texture of the masical setting and this shine like embroidered 
workmanship. 


This piece belongs to Tyagaraja’s middle period. His. 
powers at musical creation are clearly revealed in this kriti. 
Tyagaraja’s compositions are associated with the draksha 
tasa and Nagumomu ganaleui may be cited as a brilli- 
ant example in this connection. This kriti can be said to be 
a crystal of Abheri. The pada herein consists of two: 
avartas. 


The sahitya of this piece is'as ‘captivating as its musical 
setting. Inthe pallavi, he says ‘Oh! Rama! -the lustrous 
gem of Raghu kula! Do you not know, how distressed: 
I feel at not seeing your smiling face? Knowing this, will 
you not protect me?” 


In the Anupallavi, he says ‘Oh! Rama. who lifted the 
Hill (reference to Mandara giri and Govardhana girl), 
Icannot believe that the members of your retinue would 
have spoken adversely about me. In the charana, he says 
*‘Did Garuda refuse to carry out your mandatg? Did he 
say that the distance from Vaikunta to Bhooloka was so 
greet, that it will be somewhat tiresome for him to fly you?’” 
Oh! Paramatma, who is the Protector of the World! To 
whom shalli complain? Icannot bear any more; protect 
me, praised by Tyagaraja (Here, the name Tyagaraja refers 
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to both Paramasiva and the composer). The charana 
reveals high poetic imagery. 


This kriti can be enjoyed by both the learned and the 
uninitiated. It is of universal appeal and can be enjoyed by 
even rasikas of other countries. When this piece is heard 
once, its lilting musie will always be ringing in our ears. 
This piece when heard, leaves a deepand indelible impres- 
sion on minds of the listeners. 


3. MUNDUVENAKANIRU 
Darbar raga—Adi tala. 


Even in ragas of limited-scope (i. e., ragas which do not 
by their very nature give scope for elaborate alapana), 
Tyagaraja has given us splendid compositions. These com- 
positions help us to gaze: at:the many facets of the raga. 
Darbar is one of those minor ragas. He has composed ten 
Kritis of sparkling beauty inthis raga. Darbar and Nayakt 
are closely related ragas and to perform an alapana or 
compose Kritis in one raga without the least suggestion of th © 
other raga is a highly difficult task. History records with 
pride the name of Darbar Sitaramayya. He was one of the 
Vidwars who adorned the court of Serfojee (1798-1832). 
Since he was a speclaiist in Darbar raga and was able to 
expound it for hours together, he was honoured with the 
name of raga itself as a title. Darbar is also known by the 
names Darbaru, and Darubaru. This isnot an ancient raga. 
It is not mentioned in early works on music. We come to 
know of the nda tanu or the melodic form of the raga for 
the first time through the Kritis of the great composer. They 
shine as sparkling gems in this raga. Tyagaraja’s extraordi§ 
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Mary powers in the realm of musical creation are revealed 
by his compositions in this raga, 


Munduvenaka niru may be described as a shining 
crystal in Darbar. Since this was composed during the last 
years of his life, the maturity and richness of musical eoncep- 
tion are patent throughout the piece. Arthapushti, Bhava- 
pushti and Ragapushti are in evidence throughout the com- 
position. It will take about 8 minutes to render the piece. 
This piece was occasioned by a certain incident in his life. 
Unless we know the incident, we cannot understand the real 
spirit of the piece. 


After completing his visits and pilgrimages to Kanchi- 
puram, Tirupati, Walajapet,: Sholingur, Tiruvottiyur and’ 
Kovur, Tyagaraja planned-to return to his home in 
Tiruvaiyar along with his disciples. Those were days when. 
facilities of railway travel did not exist. Dignitaries, Scholars. 
and Great Bhaktas were carried in Palanquins. Sundara 
mudaliyar of Kovur handed over to Veena Kuppayyar a bag 
With one thousand gold pieces, to be kept in Tyagaraja’s. 
Palanquin, mixed up with the puja materials. For fear that 
Tyagaraja would refuse to accept it, he resorted to this 
device. He told Veena Kuppayyar that the amount was to 
be utilised during the Krishna Jayanti, Ramanavami and 
other festivals. The only other disciple who knew about. 
this gift was Tanjore Rama Rao. On the appointed day, 
the party started sometime after sun-set. Tyagaraja’s 
Palanquin was carried by his disciples. After travelling: 
some miles, the road that they had to pass through had thick 
trees on both sides. Just at that time they were surrounded 
by the gang of thieves known as Nagalapuram dongalu. 
These fellows had a number of small pebbles in their bags. 
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and shot them at unwary parties with catapults. After 
scaring them thus, they plundered them and ran away with 
spoils. They had a powerful gang of spies. The spies 
managed to get the information even in Madras itself, about 
the bag of gold pieces kept in the Palanquin. Since the 
thieves hailed from Nagalapuram, they were known as 
Nagalapuram dongalu. The incident however took place- 
ata place far away from Nagalapuram, in the Madras-Tanjore 
trunk road. Tanjore Rama Rao was just two years. 
younger than Tyagaraja. He was able to converse with the 
great composer with a certain amount of freedom. 
Walajapet Krishnaswami Bhagavatar also accompanied the 
party. It was about midnight when the thieves came near 
the party. At first they shotthe-pebbles in various directions. 
so that none of the stones.hit the party. At the sight of the 
thieves the disciples got frightened. However they patiently 
walked since they did. not»want»to disturb their master’s. 
Ramajapam. But when the thieves came nearer, the disciples 
mildly shouted dongalu, dongalu, i.e., thieves, thieves. 
‘Tyagaraja’s dhyana was disturbed and he moved the curtain 
of the palanquin aside and gauged the situation. When the 
thieves saw the lustrous face of Tyagaraja beaming with 
spiritual radiance, they inferred that a great Saint was 
travelling and slowly withdrew and walked along with the 
party. 


Tyagaraja said to his disciples: ‘*‘ what does it matter 
if there are thieves ? 


Veena Kuppayyar whispered into his ears about the 
bag of gold pieces in the Palanquin. 


‘** Throw away the bag of gold pieces’’ was the immedi= 
ate reply of Tyagaraja. 


« 
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Tanjore Rama Rao mildly argued that the amount was 
given by Kovur Sundara Mudaliyar for the purpose of being 
used during lhe Ramanavami, and Krishnaashtami Festivals. 
So it was God’s Money. 


**If it is God’s Money, Let God take care of it,” replied 
the Composer, So saying, he sang extempore the Kriti 
MUNDUVENAKA NIRU. The Sahitya of this Kriti is an 
elaboration of the idea which is contained in the sloka, 


which is recited whenever we start on a journey. The sloka 
is as follows :— 


“ Agrata: Prshtataschaiva Parsvatascha Mahabalau 
Akarna poorna dhanvanau Rakshetam Rama Lak- 
shmanau ” 


The meaning of the sloka is. **O Rama, Lakshmana! 
Please protect us with your fully. drawn bows from all sides, 
i.e., Front, Back, and the two sides, 


In the pallavi, Tyagaraja says ‘‘O, Slayer of Mura and 
Khara! Come with us on the two sides and the Front and 
Back.” In the Anupallavi he says ‘I have not seen the 
beauty like yours. O Raghunandana, come quickly desis? 
' fara) because of the imminent danger.”” 


The statement in the first charana, * Kodandapaniyai 
tara! Soumitri sahitudai amitaparakrama rara’”? {. e., come 
as Kodandapaniyai along with Lakshmana. 


In the last charana he says; ‘O Rajakumara! Bhaga- 
vatapriya ! come and protect us.” 


The procession moved along. Just at that time two 
young lads of divine beauty appeared on the scene, and 
walked along the sides of the palanquin, escorting the party. 


457 


“Fhe thieves were literally stupefied at the sight of the divine 
“boys. They still further withdrew but accompained the 
procession just to know the identity of the charming lads. 


Even as Tyagaraja was singing the piece, Veena 
‘Kuppayyar straight away recorded it in notation, even in the 
darkness of the night. He and the other disciples were 
engaged in memorising the newly sung kriti. After complet- 
ing the song, Tyagaraja was again planged into prayer. 
He however heard a vaice whispering that there is no more 
fear of the thieves. Some time later it dawned. The party 
came near a choultry at the entrance of a village. The 
procession halted. Tyagaraja came out of the palanquin, 
and found that the thieves were prostrating before him from 
-a distance. They respectfully asked him, who those two boys 
were. Tyagaraja saw the two boys and found that they were 
“fast disappearing in the sky.” He felt happy. that the song 
‘met with tbe desired result... He..asked the thieves, to give 
‘up their unsocial pursuits and lead a life of service to 
“humanity. 

His joy was so great that he sang extempore the song 
Enia Bhagyamo—Satanga raga, adi tala. This was 
immediately reconded in notation. The ecstatic state of 
his mind is revealed in the musical construction as well as 
“the tempo of the song. Munduvenaka is cast in a prayerful 
mood, and in slowtempo. The significant words in the 
-anupallavl of Enta Bhagyamo ‘‘ Chenta jeri Soujanyudai 
paliki, Chinta baga tolaginchi brochitivi’’ throw a flood of 
‘light. 


Sambhava kritis i. e., kritis occasioned by incidents in 
«the life of Tyagaraja can be classified into:— 
1. Single kriti. 2. Dual kritis. 
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In the latter case, one kriti naturally leads on to the next 
kriti. Thus the kriti Teratiyagarada in Goulipantu raga 
led to the kriti ‘ Venkatcsa ninnw sevimpa’ Likewise: 
Munduvenaka led to the kriti Enta Bhagyamo. Kritis. 
like Nannupalimpa are sambhava kritis of the singular 
type. 


The Kriti s/unduvenaka is set in Chitratara marga. 
A pada consists of two avartas. The pallavi and. 
anupallavi have four sangatis each, and they are raga bhava 
Sangatis. The commencing notes of the pailavi (ri) and 
anupallavi (dha) bear a samvadi relationship. The Pallavi, 
Anupallavi and Charanas start uniformly on anagata graha 
ie., after a lapse of half aksharakala. Ghamakas like: 
Kampita, Nokku, and Purvadhal figure in the piece. This. 
is a wel! known concert pie¢e” “It Shines equally well, when. 
suog or rendered on concert instruments. 


4. ‘BHAVANUTA’ 
Mohana raga—Aid tala 


There are many compositions of Tyagaraja which were 
occasioned by particular incidents in his life. Unless we- 
know these incidents we will never be in a position to render 
these songs with real bhava, Luckily for us there are 
internal evidences in those songs which contain references. 
to these incidents. One of those songs is Bhavanuta. 


During the early part of his life, one day it happened’ 
that the misunderstanding between him and his elder brother 
became rather acute. Tyagaraja was a very sensitive person. 
He was deeply hurt by the uokind remarks of his elder 
brother. He did not go out for his usual ‘Unchavritti’ that. 
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day, with the result that he and his wife*had to starve the- 
whole day. It may be pointed out in this connection that 
during his daily Unchavritti when the vessel got filled up to- 
meet their requiremenst for the day, he returned back home. 
It was not his habit to accumulate savings of rice through. 
Unchavritti. In the early period of his career, he did not 
have the help of many disciples to look after him. 


That night, at about 10.00 o’ clock, an old gentleman 
with his wife and servant vame to Tiruvaiyaru and enquired 
of the residence of Tyagaraja. At last, ha spotted out his 
house and came. Tyagaraja saw the radiant face of the old 
gentleman and felt very sad that he had nothing to offer to 
the visttors. The old gentleman however read his face and 
immediately consoled him and said ‘‘ Oh Tyagu,! Do not 
feel perturbed. I have with me plenty of rice, dhall, vezeta- 
bles etc. My servant will-immediately cook food for all of 
us.” The moment he said like that, the servant went to the 
back-yard of the house, with rice “aad provisions and began 
tocock. Intwo hours, the meals were prepared and all of 
them had a sumptuous dinner. As the servant was cooking, 
the old gentleman conversed very freely wlth Tyagaraja and 
blessed him, saying that he was destined to besome great 
and make a mark as one of the great Bhaktas and compp-- 
sers. Even after the dinner, the old gentleman took 
pleasure in continuing the conversation with Tyagaraja. 
At about 3.00 a.m. the visitors formally took leave: of Tyaga- 
taja and went out. On account of excessive fatigue, 
Tyagaraja slept soundly. After some time he got up and: 
went in search of the distinguished visitors. He went 
hither and thither and made many enquiries of the people: 
who were just keeping awake that night for some other 
cause. No one was able to throw any light on. the visitors 
Then, the idea flashed across his mind that the visitors were- 
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Sri Rama, Seetha Devi and Anjeneya. It was on that 
occasion that he sang the song ‘‘ Bhavanuta.” The bare 
“song was sung by him extempore. The sangatis were added 
later on. Each sangatiof the pallavi and anupallavi is a 
‘natural sequence from the previous sangati. All the sangatis 
are raga bhava sangatis. The sangatis progress from the 
commencement of the theme. The range of composition 
-extends from Dhaivata of the lower octave to the 
Panchama of the upper octave. It is set in chitra tama 
marga. The Pallavi, Anupallavi and Charana begin on 
Sama eduppu. All the Raga ranjaka phrases, Datu swara 
prayogas and appropriate janta swara prayogas find a place 
in this song. The sahitya is an example of fine versified 
prose. 


In the Pallavi, he says»*Oh*, Rama! please repose in 
my heart and feel happy.” In the Anupallavi, he says ‘Oh! 
‘Lord who was talking tome so much- bahu balkina-rid 
yourself of the fatigue by-resting on my heart.’’ In the first 
charana he says ‘* You took a lot of trouble in searching for 
the humble abode of this Tyagaraja. Please take rest in 
my hridaya. In the last charana, he says ‘‘Oh! Rama, 
you said that you will make me famous,\ Prabala jesi nanu. 
Please rid yourself of all this fatigue by reposing in my- 
heart.”’ 


Tyagaraja followed up this song by composing the kriti 
Kalugun@ pada niraja seva in Poorna lalita raga. This 
‘ds in praise of Anjeneya who cooked the food that night. 
The charana of the song contains a reference to Anjeneya’s 
~cooking the food for the night which was offered to Sri 
‘Ranganatha as naivedya and was subsequently eaten by all. 
‘On the Pushya Bahula Panchami day, it has been the custom 
‘for members of Tyagaraja’s sishya parampara to sing the 
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song Kaluguna. This is the only seng in the raga, Poorna: 
lalita. 


Singers endowed with a fine ga naka sgreeram can. 
alone do justice to the song Bhavanuta. This seng shines. 
well both in vocal music and iastrumental music. There- 
is a balanced presentation of graced notes and plain notes - 
in this song. 


Mohana raga isa raga of resolution from an intrizate 
situation and so it is appropriate that Tyagaraja used 
Mohana for this song. Thekriti Nawau palimpa and 
the Daru—Veda Vakyamani figuring in Nowka Charitram- 
can be quoted as other examples in this connection. The 
first charana Pavana suta priya starts on a Swarakshara. 
The Kriti Bhavanuta hasjay high) entertainment value and 
leave a deep impression on the minds of listeners. 


It is the privilege of Sri Tygaraja to hav2 presented to. 
us as many as elven compositions in ‘ Mohana’ raga. 
Mohana # an old raga but the name *‘Mohana’ for the 
Faga came about 450 years ago. Prlor to that time, this 
raga was known by the name ‘‘ Regupti’’. When the Taga . 
*Hamsadhvani’ wascreated aad when the vidwans from.. 
Southern districts went and sang in the Andhra Desa and 
Mysore State the kritis ia ‘Hamasadhvani’ raga, the vid- 
was in those States remarked with surprise ‘‘ What is this 
new raga?”. They have just removed Dhaivata from 
Regupti and introduced ‘Kakali nishada’ in its place 
and are singing it”’. This is proof of the fact that ‘Mohana 
wans ksaown in medieval period by the name Regupti. In 
the medieval manuscripts, we find at the top of the composi- 
tions in Regupti raga, the name Mohanam being inserted’ 
within brackets. In the compositions of Annamacharya of» 
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“Tirupati (15th century) the name Regupti is found and 
snot Mohanam. The authors of the Thevaram Hymns 
have not composed in Mohanam. But, Manickavasagar’s 
“Thirvachagam was always recited in Mohana raga. This 
penta-tonic scale (5 note seale) is compared to the Pan- 
-chakshara. Since the notes taken by Mohana raga are 
the first five notes to occur in the Cycle of Fifths and since 
this phenomenon was known in many countries, this raga is 
‘heard in many countries of the West and the East. 


5. TYGARAJA’S “ENTARANI TANA” 
Hari Kamboji raga—Adi tala 


This is one of the songs pertaining to the story of 
‘The Ramayana’. But, omaccount of the high entertain- 
~ment value of this kriti, people generally have not directed 
their attention to the ideas-contained in the Sahitya. This 
song is typically in Tyagaraja’s style and is a fine example of 
“Draksha rasa. In the Pallavij:the Composer says: ‘‘ What- 
ever 1 get and whatever I lose, I can’t afford to lose my 
thoughts upon you. In the Anu Pallavi, Tyagaraja mentions 
-the fact that an amsa of Paramasiva was born as Anjeneya 
to help Sri Rama in His great errand. In the first charana we 
-find it mentioned that Adi Sesha who is a jewel oi Parama- 
siva took birth as Lakshmana. The most revered of Sages 
* Vashishta’’ was your bosom friend. The Deva ganas took 
birth as Vanaras to help you. In the last charana, Tyagaraja 
avers ‘‘ Have I not sung about the greatness of your virtues 
and noble qualities ?”” 


When the Celestial came to know that Vishnu was going 
“to take an Avatar as Sri Rama to rid the world of the 
‘tyranny of Ravana, everyone volunteered to play some part 
during Ramavatara and help Sri Rama, in the fulfilment of 
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‘this noble object. Tyagaraja gives in this song details con- 
‘cerning the various celestials and how they took birth in this 
world to assist Sri Rama in His historic mission. 


This song furnishes the example of a metrical sahitya. 
But in the delightful music in which it is clothed one forgets 
that it is a metrical sahitya Whea scanned we ind the 
Pallavi as ENTARANI TANA/KENTA_ POONI/NI 
CHINTA VIDUVA JA/LA. 


The anupallavi likewise can be scanned as ‘* Antakart 
ni/Chenta jeri Hanu/mantudai velaya/leda ” 


The first three Charanas are cast in an other metrical 
mould— ; 
** Seshud u/Sivuniki/Bhushudu/Lakshmana 
Veshiyai velaya/leda 
Sishtudu/mowni va/rishtudu goppa va/ 
Sishtudu hita/ka leda/ 
Naravara/ni kai/Suragana/mulu v2/ 
Narulai koluva le/da”’ 
The last charana is again in the metrical mould of the 
pallavi. 
Agamottamagu/Ni guna mulu sri/ 
Tyagarajya bha/daga leda 


The sabdaalankaras in this kriti have a lilting effect on 
the ear. 


This kriti shines as a crowning jewel in Harikambhoji 
raga. It is one of his mature Compostitions. Hari Kambhoji 
scale was known even in early times. It is the Madhyama 
murchhana, of the ancient scale, ‘‘ Shadja grama’’. It is 
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also the seddha Mela of ancient Tan il music, the frequencies. 
4432432, this scale is used in the singing of the Thiru 
Tan dagam (S@sgie7teb). But the credit of importing 
a first class raga swarupa to and endow it with a musical 

personalities goes to Tyagaraja. We come to know of the 

raga name ‘Hari Kambhoji’ only from his kritis. Har 
Kambboji is mentioned as the 28th Mela ia the work 

** Sangraha Choodamani’’ of Govinda charya. One of the. 
reasons for the facinating charm of this raga is due to the 
fact that the notes figuring in it allows of being grouped iato 

conpsonantal pairs. Forexample, ‘‘sa’’ and ‘pa’ bear the 
* Shadja-panchama’ relationship. ‘‘Ri and ‘pa’; ga and. 

da; and ma and ni bear the ‘** Shadja-maydyama’ relation- 

ship. 


Entarani tana ean be, cited as akriti shining with the- 
Pushti trayam, i.e., Raga poshii, Sahitya pushti, and Bhava. 
pushti. Gana rasa is predomiaant in this piece. This piece 
shines equally well whenm»rendered by the voice or on a 
concert instrument. It appeals te the classes and masses. 
Pallavi, Anupallavi and charana uniformly start in the 
Anagata graha, after half-a-couat. The interestiog feature 
of this kriti is that the pallavi, anupallavi and charana are- 
of equal length, ie., 2 avartas. The range of the song 
extendr over 13 octaves, i.e., from the middle octave 
*Shadja’ to higner octave ‘Madhyama’. It is set in 
* Chitra tara marga’. A pada consists of 2 avartas in this. 
kriti. Graces like spurita, kampitaand ullasita shine in this. 
piece. Sangatis in this kriti are all raga bhava sangatis. 
Some of the ancient alankaras also figure in the sangatis of 
this kriti. Foreg. mgmp/pmpd/dpdn. 


This kriti is one of the priceless gems in the repertoire 
of South Indian Music. 
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6. TYAGARAJA’S ‘* DORUKUNA ITUVANTI SEVA”’ 
Bilahari Raga—Adi-Tala 
Tyagarja has composed as many as tea kritisin Bilaharj 
‘taga. He is the only composer to have attempted so many 
kritis in this raga. The various facets of this raga have been 
presented clearly in this compositions. The Bilahari raga 
-does not give scope for elaborate alapana. The fact that he 
was composed many pieces even in this raga of limited 
“scope, in a standing testimony to his high creative taleats. 


Bilahari raga is not an ancient raga. It has come into 
vogue about 500 years ago. Desakshi raga which is a 
‘closely allied raga is more ancient than Bilahari raga, 
Desakshi is mentioned in the work Sangeeta makaranda of 
Narada. It is also referédto ‘in’ the Sangita Chudamani of 
Jagadekamalla and Sangita sara of Vidyaranya. The Nineth 
Ashtapadi of Jayadevar..is: sungin Desakshi raga. The 
tessitura of Desakshi extends over rhe upper tetrachord of 
the middle octave and the lower tetrachord of the upper 
octave. Bilahariraga has sanchara embracing all the three 
octaves. 


Amongst the kritis of Tyagaraja in Bilahari raga. 
Najivadhara and Dorukuna Ituvanti Seva, shine as resplen- 
dent gems. From the point of view of the musical constru- 
ction they deserve close and anolytical study. In the sahitya 
of Najivadhara, only a few words are found and they are 
spread over the tana phrases, adorning the sangatis of the 
composition. But in Dorukuna Ituvanti Seva words occur in 
profusion. Since the sahitya is descriptive, profusion words 
has become a necessity. Bilahari raga is able to infuse 
courage and enthusiasm. It is on account of this fact that 
this raga is sung after Sunrise. 
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At the commencement of the Pallavi itself Dorukuna 
‘Ituvanti Seva the melodic individuality of Bilahari rage shines. 
in a picturesque manner. Besides the Pallavi and anupallavi- 
there are three charanas. Each charana is concluded with 
an appropriate section in madhyamakala. This kriti is set 
in Chitra tama marga. The commencing words of the 
Pallavi and anupallavi possess the Shadja panchama 
(samvadi) relationship. The pallavi and anupallavi start on 
sama graha. But the charana starts on anagata graha. i.e., 
after half count. The madhyamakala sahityas in the three 
charanas commence on sama graha. The range of this song 
extends from mandra sthayi dhaivata to tara sthayi 
madhyama. The ten sangatis adorning the Pallavi are all 
raga bhava sangathis. Sangatis progress from the end of the 
theme, Some of the Sanchari-Alankaras mentioned in 
ancient works are found in the Sangatis of this composition. 
Janta swara phrases Datu swara phrases and Pratyahata 
gamakas figure in this composition, “The foreign note kaisiki 
nishhada is introduced in appropirate places. Persons. 
endowed with a ravai Jati Sarira (voice) can alone do justice 
to this piece. It will take at least Ten minutes to perform: 
this song. 

BEAUTY OF THE SAHITYA 

Flowing diction, sweet sounding words and and phrases 
conveying pregment meanings are found here. A pada. 
consists of two avartas. The length of the anupallavi is one 
pada. The length of the Choukakala section of the charana 
is four padas. The length of the madhyamakala Sahitya 
is one pada. Prasayatis, shine in the charana. The ending 
rhymes of the words Seyaga, Sallaga, Padaga, Pogadaga: 
are sweet and lilting. 

In the first charana, Tyagaraja describes in a picturesque 

Manner the dream wherein he saw Rama surrounded by 
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the royal retinue. He says Tumburu, Narada and others 
sang his praises in the form of an alapana. This illustrates 
the Szkshara alapti, or alapana, sung through the medium 
of meaningful words. Alapana with mere vowels will be 
anakshara alapti. While celestial dancers were dancing, 
Brahma, Devendra and others were prasing Vishnu who was 
in Sesha Sayana. ‘Is it possible for one to have the oppor- 
tunity of seeing this inspiring spectacle”, says Tyagaraja. 

In the second’charana, Fyagaraja describes Sri Rama in 
all his glory. His Silken costumes, the shining nails of his 
legs, the becoming jewels that he wore, his sweet smiles, 
the radiant Tilaka that adorned his forhead, are all descri- 
bed. Tyagaraja had the suprme fortune of seeing Sri Rama 
many times in his dreams, and twice in his Sakshatkara 
form. Dorukuna Ituvanti seva describes Sri Rama as he 
‘saw Him in one of his dreams:) Tyagaraja emphasises that 
Sri Rama took a delight in..witnessing good dances. In the 
song PARIPALAYAMAM KODANDAPANE in Darbar 
raga, Tyagaraja calls Rama as Atyanta Sundara Nrithya 
Janapriya. Dorukuna Ituvanti Seva can be described as a 
crystal of Bilahari raga. It is a fine example of Draksha 
rasa, which is the charecterstic feature of his compositions, 
In the word Dorukuna, the letters Ru and Ku are sounded 
on Rishaba and Gandhara respectively. They stand as 
examples of Suchita swaraksharas. 


There is an inspiring story about this song. When his 
tutelage under Sonti Venkataramaniah was over, he began 
to compose spelndid compositions. The Guru felt proud, 
about the achievements of his pupil. It may be pointed out 
that Sonti Venkataramaniah had the Birudus. (1) Tana- 
vidyayam Asadrusa i.e., unequelled in rendering Tanas. 
(2) Gayakasardula i.e.; a Tiger amoungst the singers. It 
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was said that when Venkataramaniah sang; even withered’ 
trunks used to sprout. There is a note book entaitled Sonti 
Venkataramanayyagari Tanalu in the collection of Walajapet 
manuscripts housed in Sourashtra Sabha Madurai. One day 
the Guru convened a Sadasi.e. an assembly of Sangita 
Vidvans and asked Tyagaraja to come and sing before that 
assembly. That day Tyagaraja sang in extenso the Bilahart 
raga and followed it up with Tana and the kriti Dorukuna 
Ituvanti Seva with Niraval and Kalpana Swaras, to the: phrase 
**Kamita phala dayakiyao Sita’? and concluded. The 
whole music lasted for two hours. The audience was thrilled: 
at the performance. The Guru by way of paying a tribute 
to his disciple, said “‘ Dorukuna Ituvanti Sishyudu”’ i.e. can 
«One get a Sishya like you’. (i.e. Can on be fortunate: 
enough to get a disciple like you.) 


Tyagaraja’s ringing, fascinating and silvery voice and 
lustrous ravai jati sangalis of, his composition, his alapana 
Tana, Niraval, and Kalpana swaras revealing a high degree 
of creative skill, all left a tasting impression, on the minds of 
the listeners. They were literally immersed in the sea of 
aesthetic bliss. 


Venkataramaniah presented Tyagaraja many of the 
Birudus that he himself had obtained from the palace, as a 
Samasthana Vidwan and blessed him. 


This incident proved aturning point in the career of 
Tyagaraja. Illustrious musicians began. to come to him 
to learn his sterling compositions, firsthand. Tyagaraja 
had a great reverance for his Guru Sonti Venkataramaniah. 
During his last days, he eommanded his desciples to bury his 
remains at the spot to the right of the Samadhi of his os 
on the bank of the Kaveri River. 
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He had an equal reverance for his father. In many of 
his compositions including the third Charana of Dorukuna 
Ituvanti Seva he calls himself as the son of Ramabrahmam. 





ANALYTICAL AND SYNTHETIC PORTRAYAL OF 
RAGAS IN MUSICAL COMPOSITIONS 


In the deliniation of ragas in classical compositions, 
great composer have adopted two methods of approch— 
Analytical and Synthetic. In the Analytical method, the 
various facets of a raga are analysed and presented through 
a series of compositions. This method enables one to gaze 
at the various aspects of the raga bhava, in a comprehensive 
manner, This method enables the composer to indicate the 
graha swara. (the notesron which the compositons can 
commence) nyas aswara and-amsa swara of varying degrees 
of importance. Thus in Bhairavi, the Kaisiki nishada, 
Chatussruti Rishabha, «Chatusruti dhaivata and panchama 
are the graha swaras of decereasing order of importance. 
The relative number of compositions in these four notes 
bear out these facts. 


Compositions Beginning in Nishada 
1. Kuluvayunnade, 2. Sri Raghuvara, 3. Upacharamu 
(Rupaka tala), 4. Tanayande, 5. Rama kothandarama. 
Compositions beginning in Rishabha 
1. Upacharamulanu (adi), 2. Raksha betere, 3. Nija- 
maithe, 4. Sri Narada muni. 
Composition beginning in Dhaivatha 
Tanayuni brova 


(Sri Parthasarathe in Bhairavi Raga Kanda jati Triputa. 
tala of Myscre Sadasiva Rao, commences on panchama): 
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In the synthetic method all the beauties of a raga are 

~ compressed and presented in one or two compositions. This 

highly concetrated method of delineation sometimes becomes 
too heavy for comprehension and assimilation. 


Tyagarajah has mostly adopted the analytical method in 
his neumerous compositions. His kritis in Todi, Bhairavi, 
Sahana, Sankarabharana and Kalyani are splendid 

- €xamples. 


Compo-itions like Bala gopala in Bhairavi and Sri 
Raja Gopala in Saveri of Muthuswami Dikshitar may be 
cited as examples for the synthetic presentation. Dikshitar 
has also resorted to Analytical method in compositions like 
Sri Varalakshmi namasthubyam and Sri Kamalambika both 
in Sri Raga. Likewise Tyagaraja has also adopted synthetic 
methods of delineation but-in-such cases we do not usually 
feel the heaviness of the composition. His Ghanaraga 
Pancharatnas and Kritis like’ Darini telusu konti in Suddha 
saveri, O Ranga sayi (Kambhoji) and Dorukuna ituvanti seva 
in Bilahari raga may be noted in this connection. 


Syama Sastry has adopted both the analycical and 
synthetic methods. His four kritis in Ananda Bhairavi 
O jagadamba, Mariveregati, Pahi Sri Giri raja sute and 
Himachala tanaya are examples of Analytical methods of 
presentation. Some of them however have the tinge of 
synthetic element inthem. Durusuga krupa (saveri) and 
_Palinchu Kamakshi in Madhyamavathi are examples of 
synthetic presentations of ragas. The element of heaviness 
-is hovever not there. 
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TECHNICAL TERMS (Contd.) 


Nirupanam, a story designed for Kalakshepam with suitabli. 
songs in crisp tunes and verses. 


Sthayi Sroti, a term collogially used to denote a higher sruti. 


Thus; Sthayi Sruti Tambura will mean a Tambura, 
which can be tuned to a pitch above G or G sharp— 
5 or 53. Likewise, Sthayi sruti Mridangam will mean 
a Mridangam which can be tuned to a pitch G or G 
sharp. This mridangam is of a shorter length. 


Tala vattam, an avarta. 
Vaytari, reciting jatis (Konugol), 
* * % * 


Ragas with plural names 


In Kerala, Kanakkurinji, Indisa and Paranira all: 
denote practically the same raga. 


Likewise in the Tevaram, we find the pans Kolli, Kolli 
Kauvanam, Gandharam, Piyandai gandaram, all sung to the 
same raga Navaroj.... It.is possible that all.these ragas had 
separate melodic individualities, but in course of time the 
subtle differences got merged into the same raga on account 
of strong affinity. 


Some Contemporary ragas 


Divya Malati, a janya raga derived from the 8th mela 
Hanuma todi: 
sgmpdns-sndpmgs 


a symmetrical shadava raga, Upanga raga, Rishabha. 
is a varja svara. 
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‘Harikedaram, a janya raga derived fromthe 28th mela, 
Harikambhoji : 
srgmpdngns—snsdndpmegrs. 


Ubhaya vakra Sampirna raga. Bhashanga raga. In — 
the phrase § n § , Kakali nishada is heard. 


‘Panchari Melam, is Kombu, Ilattalam, Chennala (Gear 
mer) Kuzhrunguzhal (Mukha veena.) 
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